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ABSTRACT

State support for the arts is not a new phenomenon but a tradition that can be traced
to ancient times. Then as n o w a tension has existed between supporting a few excellent
projects found in or associated with certain established art forms (now reflected primarily
in opera and classical orchestral music), rather than the bulk of art forms that exist in the
community at large, that is elitism versus egalitarianism in the arts. The question that has
arisen in recent times, especially since the decades after World W a r II when governments
started to provide direct support for the arts, is one of relative emphasis between elitism
and egalitarianism.

This study addresses the question from the origins of Commonwealth Government
support for the arts in Australia, and support for music specifically, through to the present
time. M a n y changes have taken place in Australia's artistic life especially since the 1960s.
These changes are partly a result of a dramatic transition in the size and cultural
composition of Australia's population and partly of m u c h stronger international influences
brought about through revolutionary changes in transport and communication
technologies. A s a result enormous growth has occurred in the number and diversity of
art forms, along with increased community interest in the arts and public demands for
governments to provide more support for the development of quality arts activities. The
Australia Council w a s established to meet such demands and to give effect to the
development of an arts charter for the future.

This study goes beyond a descriptive account of the development of Commonwealth
Government support for the arts in Australia from 1908 to 1991, to analyse the nature of
the changes that have taken place in the artistic life of Australia and h o w well the Australia
Council, as the Commonwealth Government's main agency charged with the support and
promotion of the arts, has responded to these over time. It also identifies what emphasis
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the Australia Council has given elitism versus egalitarianism, and what the music
community's perceptions are in relation to this emphasis and the associated choices the
Council has m a d e in the distribution of support for music art forms. T h e Australia
Council Act expresses a dual policy of excellence and participation, and while the
concurrent achievement of these two goals m a y not be impossible, there is an inherent
tension between them. The Council, through its art form Boards and panels of experts,
inevitably faces difficult questions of choice in its attempts to achieve a balance between
quality of achievement and equity of access and participation.

In the initial years of government support in Australia, music policy was fundamenta
elitist in its emphasis and related essentially to the maintenance and development of an
established hierarchy of certain music forms and activities. A marked shift in emphasis
occurred in the 1970s when arts policy broadened to include government support for new
populist music forms. Government policy since then has attempted to establish a more
middle ground between elitism and egalitarianism.

Despite the attempt to achieve balance between excellence and equity, there is growi
dissatisfaction a m o n g the music community with the w a y in which the Council is
performing its complex and difficult role and the w a y it has distributed arts support
between competing interests. The commonly held perception is that choices m a d e give
preference to elite interests. The dissatisfaction has been exacerbated in part by the
increased claims on public subsidy since the 1970s without comparable growth in
Government support.

A national survey was conducted with individual musicians and music organisations to
determine their respective views about the importance of and perceived effectiveness with
which the Australia Council's Performing Arts Board conducts its various functions. The
results indicated that both individual musicians and music organisations hold similar
views about the effectiveness of the Board, namely that it is not very effective in fulfilling
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most of its functions. Musicians perceived it to be least effective in informing the music
community about its role, while organisations perceived it to be least effective in
business and industry support. The results showed no significant difference between
musicians and organisations in their perception of which Board functions are most

important. Organisations specifically perceived the equitable distribution of financ

sponsorship to individuals, groups and organisations, and representing the needs of t

music community to government as high priority areas, while musicians gave the highes
rating to promoting Australian music and music performance overseas.

Some differences emerged between the Performing Arts Board's self perceived role and

the music community's expectations of the Board. Generally the Board considered it wa

attending to most of its functions at a satisfactory level, and that top priority sh
encouraging diversity and innovation in music. The perception among musicians and

music organisations is that the Council needs to reconcile more successfully the div
interests and needs of arts producers, consumers, as well as Government.

Two central themes to emerge from the thesis are the need for improved communication
to occur between the Performing Arts Board and the music community as a whole, and
for the music community to work together as an integrated network to promote its

collective interests more successfully not only to governments, but also potential p
sources of support and to the public at large.
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"The word art is like God: you may

believe that it exists, but as soon as

you try to define it, then bigotry creeps in".

John Elsom (British writer).

1

Chapter One

An Introduction to the Study
Aims and Significance of the Study

This study examines the choices made and priorities set by the Australia Council, the
C o m m o n w e a l t h Government's statutory arts funding and advisory body, since its
inception in 1975 up to June 1991. It specifically examines the changes that have
occurred over time in the objectives of the Australia Council and aims to identify ways in
which the Council has attempted to fulfil conflicting objectives within its limited budget
It further seeks to determine the relative emphasis given to the various objectives, m a n y
of which have been influenced by policies and practices the Council inherited from former
arts agencies. T h e study also evaluates the effectiveness with which the Council's
Music/Performing Arts Board has fulfilled its objectives in relation to the art form of
music as perceived by both the music community and the Board itself.

Partly because of economic constraints and partly as a matter of policy and preference
Council has not attempted or been able to give equal emphasis to all its objectives. The
greatest tension between choices m a d e in the distribution of arts support has tended to
involve the objectives of excellence and participation. The basic contentions of elite theory
provide insight into h o w well the Council has achieved a balance between its dual policy
of excellence and participation in the arts and informs the methodology and analysis that
follows.

A large array of information has been gathered about the general public's perceptions
the arts and the issue of government support for different art forms (refer for example to
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the Australia Council's Public Attitude reports of 1980, 1988, 1989, and 1990). There
are also reports that address the issue of support for the arts from the viewpoint of
musicians (such as the Guldberg report, 1987), but what is not available is systematic
information that details both the music community's impressions about the perceived
effectiveness of Performing Arts Board policy and programs of assistance, and what it
considers to be priority areas for the Board. This study aims to gather and present such
data.

Given that public subsidy for music activities is justified and that the Australian p
endorsed government support for music art forms, one of the main aims of arts policy is
to achieve a close match between current government music programs and the perceived
needs of the music community (both producers and consumers). This study is intended to
enhance understanding and knowledge about music policy in Australia as provided by the
Australia Council via its Performing Arts Board, and to provide for a more informed
debate about future music policy goals, their apparent worth and impact. This is
necessary on two counts, first to fill in current gaps that exist between the perceptions of
the Board and the music community about where the Board's emphasis should be; and
second, based on this information, to identify future policy options that might allow for a
closer match to be achieved between perceived music community needs and the Board's
support programs.

There are a number of issues - some internal to the arts, such as funding arrangement
the organisation and management of the arts; and some external, such as socio-cultural
and political trends - that have shaped and will continue to shape the future of the arts in
Australia. A number of questions, economic, political, historical and administrative, will
therefore be addressed to provide information that can help to evaluate music policy
decisions. Given that it is n o w almost two decades since the establishment of the
Australia Council, it is opportune to see not only what has happened and w h y (and to
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gauge what has been learned from this), but also to consider what might happen in the
future.

Scope of the Study

This study deals with direct Commonwealth assistance for music art forms as opposed
total community support or even total government support. It ignores, for example, State
and local government assistance by way of capital works programs, library services and
expenditure on direct community arts and cultural activities, as well as government
taxation incentive schemes for music organisations, the proposed blank audio tape levy,
the copyright scheme administered by the Australasian Performing Right Association
Limited ( A P R A ) and the Australasian Mechanical Copyright Owners Society ( A M C O S ) .
It does not deal with assistance extended to the music community by organisations such
as the Australian Record Industry Association (ARIA), the Australian Contemporary
Music Development C o m p a n y ( A U S M U S I C ) and the Australian Broadcasting
Corporation (ABC). It also ignores funding support provided for music art forms through
higher education institutions including departments of music within universities and
former colleges of advanced education, various State institutes for the arts and
conservatoriums, especially since 1974 when the Commonwealth assumed full funding
responsibility for higher education.

All these represent different forms of government assistance for the arts, some dire
some indirect, some relatively small in economic terms and others quite substantial.
However the purpose of this study is not to survey all forms of government support but
to examine that support m a d e available directly to the music community through the
Commonwealth's arts funding authority, the Australia Council, and more specifically
support m a d e available for music art forms through the Council's Performing Arts Board.
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F r a m e w o r k for the Study

A Policy Perspective

The term policy is an elusive one. It is a word used in many different ways and one th
appears to lack a single precise and universally agreed meaning. H o g w o o d and G u n n
(1988) offer a useful categorisation for the term. They c o m m e n c e with the most
commonly encountered usage, that is as a field of government activity, and include policy
as an expression of general purpose, as specific proposals, as decisions of government,
as formal authorisation, as a program, as output, as outcome, as a theory or model, and
as a process.

For the purpose of this study, policy refers to a field of government activity, more
specifically cultural policy as administered by the Australia Council. The forms of policy
analysis used include a description of the policy content, process and outcomes with
specific reference to music art forms.

The Relationship Between Public Policy and the Arts

Implicit Commonwealth initiatives in the arts in Australia commenced in the early yea
this century. However, public debate about the arts and an explicit statement of
Commonwealth policy in the arts is essentially a recent development, as is research into
the effects of this form of public policy. T h e interrelatedness of the arts and policy was
established in the 1970s w h e n the arts started to receive public subsidy from the Federal
Government in an organised and regular way. According to Robinson (1984:55), it was
then that" public policy analysis developed into one of the most dynamic areas of political
science", and the cultivation of this sub-field provided a legitimate rationale for the
political study of a variety of subjects of which the arts has represented one of the most
recent policy concerns.
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In Australia a considerable amount of public m o n e y has been expended on the arts in the
last two decades. This has prompted the Government, the general public and the arts
community to raise a number of questions about the distribution of this money. The
questions and issues raised by arts policy are similar to those raised in all policy
discussions and according to C u m m i n g s and Katz (1987:5) basically consist of two
types. The first includes questions of taste that involve asking what is better liked than
what ? W h a t goals ought to be pursued ? Which trade-offs imposed by limited resources
ought to be accepted and which rejected ? The second includes questions of technical
expertise such as, what are the likely consequences of particular policy options ? Arts
policy, therefore, entails a choice a m o n g alternatives, and action based on intents and
purposes. T h e choices m a d e are usually necessitated by scarcity of resources such as
time, materials, finance and personnel, as well as "a need to achieve the optimal
composition of conflicting goods and claims on the public interest" (Pankratz & Morris
1990:264).

The Policy Theory Used and its Application to the Study.

One of the major themes in the arts policy debate is the elitist-egalitarian one abou
public support should be distributed. The problem of justifying subsidies to the arts is an
important one, with distribution based on personal tastes or biases considered improper in
a democratic society. Yet the operation of subsidy involves making value judgements,
and making such judgements about the arts is not a democratic process because the arts
cannot be run on purely democratic principles (given, for example, the fact that arts
agencies are for m u c h of their time concerned with minority not majority arts).
Furthermore, with a finite amount of support available for the arts the Government cannot
meet all funding requests; priorities must be established and decisions m a d e about
relevant emphasis. Choices m a d e do not always receive favourable reaction from those
involved in the arts and are often met with charges of elitism or populism. The tension
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between the two is exacerbated by the fact that no community consensus exists about
what ought to be funded.

The elitist versus egalitarian controversy has roots in the excellence versus equity deb
The perennial challenge of attempting to achieve both simultaneously is a dilemma that the
Australia Council has also faced. Excellence is tied to the notion that there exists a natural
'aristocracy' of talented persons (based on intellect and ability) w h o should create art
(producers) and as well, that not everyone is equally capable of appreciating the arts
(consumers). Proponents of this notion, usually referred to as elitists, prefer limiting
support to the 'fine' arts and established institutions which have a long standing
reputation of excellence. Equity on the other hand means fairness and within the context
of this study, the opportunity for all to experience, consume and create art. It is a notion
that endorses a pluralistic view of artistic merit and stresses cultural diversity,
participation and the broadest possible dissemination of the arts. Proponents of this
notion, invariably referred to as populists, argue for cultural pluralism and the provision
of equal support for all forms of art as well as institutions that m a y not have developed a
record of achievements but require subsidy to enable them to become established. While
critics of the elitist position view elitists as conservative and undemocratic, critics of
populism contend that populist policies act to dilute the arts. In reality there is a shifting
balance between the two extreme positions.

This then is one of the major debates facing the Australia Council as a public arts fund
agency. T h e problems and choices between the two are not necessarily of an either/or
type, but rather involve the larger question of balance between excellence and equity so
that at different times and for different economic, political, social and artistic reasons, one
or the other m a y secure more or less support. It is a debate, however, that is attracting
heightened concern by governments, artists and the public alike, especially in the present
climate of fiscal austerity. The balance that has been struck by the Performing Arts Board
has been essentially bound up with the history of Government support for the arts in
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Australia, the inheritance of firmly established subsidy arrangements, the Council's
operational structure and h o w decisions are made, of which the principles of arm's length
operation (distance from direct government control) and peer review are vital
components. Because of the centrality of these issues, models of social systems which
highlight the elitist-egalitarian debate, in particular elite and power theories, provide a
useful framework to explain the chain of events that have occurred in the evolution of
Government support for the arts in Australia, and the development of the Australia
Council and its Performing Arts Board.

In this study it is primarily aspects of elitism which receive closer analysis. However
idea of egalitarianism and the democratic process is present throughout the study because
of the interdependent relationship between the elite and non-elite. In m o d e m political
systems legitimacy of elite actions is influenced by their ability to produce outputs
satisfactory to the non-elite, and elite functions are evaluated primarily according to the
measure of their ability to stimulate or to restrict the democratic process (Thoenes
1966:54; Putnam 1976:135-138).

A Word on Methodology

Arts research is an interdisciplinary enterprise and this study reflects the diverse
theoretical (policy analysis, political science, sociology) and methodological (critical
analysis and evaluation, survey) perspectives that are a part of arts research. T h e study is
organised into two broad sections largely determined by the differing material for analysis
contained within each section and the techniques used to collect this information. Section
one provides an historical perspective of the context in which arts policy emerged in
Australia and acts as a backdrop to section two. It relies heavily on the analysis and
reconstruction of information from available documents, records and reports which in
turn help to identify what the key issues are in the development of the Australia Council
and its Music/Performing Arts Board. This historical context is framed within an elite-
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power theory perspective as a means of providing a clear picture about the relative
emphasis the Council has given to the themes of elitism versus egalitarianism, and
traditionalist versus populist music art forms. In this initial section of the study some of
the major policy influences and constraints which have operated are identified, as well as
the principal issues that still require attention. A number of specific sources of available
data were consulted including the Parliamentary House of Representatives and Senate
Debates dating from 1968 to 1991 which proved a valuable source for determining
historical trends in the area of arts assistance in Australia and for explaining the rationale
behind Government policies. The Australia Council Act 1975 was also an important
starting point and provided information about the legal and procedural structure of the
Council as well as its functions and objectives. Information and discussion within the
'Debates' w a s also compared and checked for consistency against statements m a d e by the
Australia Council in its annual reports. These also provided further information about
Council practices, resource needs and expenditures, as well as activities and issues the
Council had addressed in a particular year. Other sources used were reports of
government inquiries into Commonwealth assistance to the arts, along with newspapers,
periodicals, books and statistical reports.

Following reconstruction of the historical context and analysis of the changing rationa
of Government arts support which was precipitated by public pressures, along with an
examination of h o w the Australia Council and its Performing Arts Board responded to
these changes and pressures, section two of the study provides a detailed analysis of data
gathered from the music community and the Performing Arts Board about the perceived
effectiveness and role of the Council, and specifically its Performing Arts Board. The
principal techniques used to gather data in this section are personal interviews and a
questionnaire survey. Interviewing is a basic technique for policy research because it is
both flexible and adaptable and is a purposeful means of providing insight into an
organisation's current operational procedures and the w a y they have evolved. A set of
preliminary interviews was conducted to collect information of this type from Australia
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Council Performing Arts Board management, and individuals representative of different
levels of management within music organisations. Another set of interviews, involving
Performing Arts Board personnel and key personnel within music organisations, was
conducted after the survey as a means of providing clarification of the survey findings
and exploring further the rationale for and response to s o m e of the major trends in
opinion revealed in the questionnaire survey. A survey was decided upon as the most
appropriate and practical means of collecting data in a representative w a y from the large
and geographically dispersed group of individuals and organisations w h o m a k e up the
music community within Australia. Specific details about the survey methodology appear
in chapter six.

Structure of the Thesis

Chapter two reviews the theory that informs the analysis as a whole. Elite theory pro
insights into the elitist-egalitarian debate. In particular the basic contentions of elite
theory, namely elite inevitability, elite variability and the elite/non-elite relationship, help
to explain the pressures facing the Australia Council and the choices m a d e by Council in
the distribution of its support for music art forms.

Chapter three traces the development of Commonwealth Government support for the arts
in Australia from 1908 to 1991 and the evolving rationale upon which this has been
based. T h e origins and responsibilities of the Australia Council are also outlined along
with the choices it has m a d e in the distribution of funds specifically to music art forms
and activities.

Chapter four provides a description and analysis of the context and chronology of even
related to the establishment and operation of the Council's Music/Performing Arts Board.
It further traces the changes the Board has undergone in the years from 1975 to 1991, and
the choices the Board has m a d e in the distribution of its funds. These choices were

informed by functions and obligations it inherited from schemes such as the
C o m m o n w e a l t h Assistance to Australian Composers to 'serious' music forms and
activities, and changing policy pressures on the Board. The questions of equity and
balance are addressed in terms of such competing bases as geographical location, size,
commercial status, level of appeal, medium, and professional status as well as between
the objectives of excellence and participation. Three key issues that emerged in the
development of the Australia Council and the Music/Performing Arts Board are identified,
and their impact on h o w support for the arts has been distributed is analysed. These
issues are: the narrow w a y the Council has interpreted excellence; the inheritance of
policies and practices from former arts agencies; and the membership that has reinforced
and consolidated these tendencies. The question of balance between the Council's dual
policy of excellence and access is further discussed and framed within an elite-power
theoretical structure.

Chapter five provides a general picture of the Australian public's current interest an
participation in the arts and opinion about Government support for the arts. There is a
growing consciousness of the arts a m o n g the Australian public. T h e broad picture
presented in recent surveys of Australian residents attending cultural venues and
participating in arts activities shows that community involvement in the arts has grown
substantially since the 1970s, as has public interest in h o w and to what extent the arts are
supported. Public opinion is included therefore because it represents, in this instance, the
consumer sector of the music community. Their impressions together with those of the
music producers and the Board provide a comprehensive account of opinion about
support for music.

Chapter six documents the survey methodology used to gather information about the
effectiveness with which the Council's policies have been promulgated and implemented.
O n the basis of the historical analysis and information derived from interviews with key
personnel in the music community, a questionnaire was developed as a basis for

11

determining the perceived impact on individual musicians and music organisations of the
choices taken by the Australia Council's Music/Performing Arts Board. This was
supported by follow-up interviews with key personnel within music organisations and the
Performing Arts Board, and the collection of data from the Australian Bureau of
Statistics, Australia Council annual reports, Committees of Inquiry, Parliamentary papers
and Debates (House of Representatives and Senate), and newspaper reports.

Chapters seven to nine present the research findings, specifically the current percep
of individual musicians and music organisations about the effectiveness with which the
Council's Music/Performing Arts Board has achieved its objectives. C o m m e n t s provided
by both groups on the effectiveness of the Board as they see it from their o w n
perspectives are also included.

Chapter ten presents a summary of major findings from the survey, and sets these in th
context of the historical analysis of policy influences and Board responses as a basis for
making some general conclusions and proposals for action.

Chapter Two

The Elitist-Egalitarian Debate, With Reference to
Elite and Power Theories
The Australia Council has a dual policy of excellence in and dispersion of the arts. This
has fuelled a continuing debate about h o w well the Council has achieved a balance
between these goals, and adequately addressed the perceived needs of the music
community as a whole. While the achievement of these two goals is not necessarily
mutually exclusive, there is an inherent tension in the Council attempting to achieve both
simultaneously. T h e tension occurs in the competition for limited resources. Greater
achievement of one goal is often likely to be at the expense of the other. For example
more support for large national arts organisations, which m a y facilitate the promotion of
excellence, means less support for regional community arts groups and hence reduced
opportunity for an increased number of persons to participate in the arts.

Elite theory provides insights into the debate, and in particular the compatibility of
egalitarian ideals and modern social bureaucratic organisation as exemplified by the
Federal Government's support for the arts in Australia. Part of the debate is tied to the
notion of power, and it is in this sense that elite theory helps to provide answers to such
questions as, w h o in fact 'rules' the domain of music art form policy ? whose interests
are represented by the elite ? and what is the elite's actual structure of power ? The work
of the classical elite theorists and the basic contentions put forward by them, in particular
the w o r k of the European theorists Pareto (1935) and M o s c a (1939) are initially
considered, and form the theoretical framework for the analysis that follows. These
contentions are the inevitability of elites as a feature of all societies, the variability of elites
in their structure and functioning, and the relationship between elite and non-elite

populations. Further, because the study of elites and elite theory is linked to the study of

power, the relationship between elites and power is analysed, with reference to direc
indirect power over decisions and outcomes in the policy process, and the notion of
unchecked elite power.

The Concept of Elite

There is little consensus among social scientists about the meaning of the term elite
word derives from the Latin 'eligere' meaning to choose. In common usage the word

refers to 'the choice part' of a nation, culture, age group, as well as to persons who

high social (principally occupational) positions, whilst in social science the term h
to have connotations of eminence (Keller 1979:25; Bottomore 1985:14). For virtually
every activity and every corresponding sphere of social life there is an elite. There

elites of artists, scientists, bankers, and politicians and in this context, elites ar

the top of a socially significant hierarchy. The term has also been used to refer to t
who control more resources than others, but in complex societies resources are mostly
situated in organisations, and elites, therefore, are those people who control these
resources through incumbency of the top positions in organisations (Etzioni-Halevy
1989:221-222). In other words elites are "simply people who are able, through their

positions in powerful organisations, to affect national political outcomes individual
regularly, and seriously" (Burton and Higley 1987:296).

The term elite also describes a theoretical perspective which holds that every societ
be divided into those who rule and those who are ruled.

In contemporary usage the term elite often contains emotive connotations of disapprov

This connotation is particularly evident in Australian culture where equality is reve

where to be labelled elite, and especially elitist, is a disparaging remark. This mea

not inherent in the term, and in the following discussion elite is used in its more neutral
sense and should not be confused with any cultural connotations of disapproval.

It will become apparent in the course of this analysis that no single definition of e
be applied to the area of arts-music activity in Australia. Rather the concept has

connotations both of eminence, as applied to a select few individual musicians and mus

companies who work in certain (principally traditional European) music art forms, and

power, as enjoyed by some persons who through their positions have been able to affect
national political outcomes for the arts.

The concept of elite has therefore been used to describe certain fundamental features

organised social life and refers to an observable social phenomenon. Elite theory see

explain social occurrences, especially political changes, and according to Prewitt and
Stone (1973:232), "compels us to focus on specific groups who organise and direct
events and who block or retard other events". A representative summary of the most
influential theories of elites commences with the writings of Aristotle, Saint-Simon,

Pareto and Mosca, the latter two being the most prominent of the classical elite theo

then deals with the modern theories of Lasswell, Mills and the neo-elitists whose work
combines elements of both pluralist and marxist theoretical approaches.

Classical Elite Theory

Some of the writings in the field suggest that 'elites', as an area of study, are as o

recorded history. For example, Aristotle in his work Politics, linked elites to both t

moral and material needs of the community. He saw the state as the instrument designed

to fulfil and serve communal ends and in order for the state to fulfil its mission it
men of excellence and virtue who valued the common interest above private gain.

Aristotle's elite resembled contemporary political, economic, moral and cultural lead
He saw elites as being more permanent than particular institutional arrangements, so

irrespective of the form of government in existence, elites had as part of their role the
need to ensure a continuation of the affairs of the state.

The work of Saint-Simon, published between 1802 and 1825, has a theoretical linkage t
Aristotle's in the crucial role played by elites in society. H e divided society into three
mutually exclusive social classes which performed distinctive social functions. Those
individuals within each class w h o naturally excelled belonged to one of his three elites,
namely scientists, economic organisers, and cultural-religious leaders (Keller 1979:10). It
was the work of Saint-Simon that in turn influenced the work of the two classical elite
theorists Pareto and Mosca.

The conceptual scheme developed by Pareto and Mosca comprised two fundamental
notions. T h e first w a s that in every society there is a minority that rules and a majority
that is ruled. Both Pareto and M o s c a concentrated on the political and governing elite,
rather than other elite types because they believed the former to be of greater historical and
social significance. They were fundamentally concerned with the reasons for minority
rule, and concluded that such rule w a s a permanent feature of organised social
life.Various reasons were given by Pareto and Mosca for the inevitability of elites. Pareto
in The Mind and Society (1935), referred to the innate talent differences a m o n g
individuals and the inevitable tendency for the more talented to prevail over the less
talented. M o s c a in his well k n o w n book The Ruling Class (1939), discussed the superior
organising capacities of small minorities over large majorities. The inevitability contention
put forward by these two theorists stands unrefuted today, as there is nowhere a m o d e m
society without elites. However, both Pareto and M o s c a recognised that this did not
necessarily m e a n that a unitary elite w a s always and everywhere present in societies,
simply that an elite of some kind was inescapable. Thus M o s c a stressed the variability of
elite organisation, cohesion, and collective will, and similarly Pareto (1935: para. 2254)
denied that elites were necessarily 'homogeneous' (Burton and Higley, in Domhoff and
D y e 1987:220-222).

Both Pareto and M o s c a asserted that there was an interdependent relationship between the
elite and the non-elite, the work of Pareto being the most developed on this issue.
Pareto's treatment of this contention was linked to the occurrence of revolutions and other
important events. H e argued that in order for the elite
to govern and perpetuate their statuses, they must appeal to
and mobilise non-elite support. But the effectiveness of elite
appeals and mobilisation efforts is everywhere limited by
the independently existing material interests and
fundamentally non-rational inclinations ...of non-elite
populations. At any given time, these non-elite interests and
inclinations render s o m e elite appeals ineffective or
irrelevant and thus limit the actions elites can safely take
(Burton and Higley, in Domhoff and D y e 1987:233).
Whereas Pareto emphasised more strongly the division between the governing elite and
the non-elite, M o s c a examined more thoroughly the composition of the elite itself.
According to Bottomore (1985:11), "in Mosca's theory an elite does not simply rule by
force and fraud, but 'represents', in some sense, the interests and purposes of important
and influential groups in the society". M o s c a did not see the elite raised above the rest of
society, but rather as having a connection with society through a sub-elite group. This
rather large group comprised "to all intents and purposes, the whole 'new middle class'
of civil servants, managers and white collar workers, scientists and engineers, scholars
and intellectuals" (Bottomore 1985:11). T h e sub-elite also supplied recruits to the elite
and were a vital element in the government of society.

The second fundamental notion developed by Pareto and Mosca was that the minority
undergo changes in composition over time, either by recruiting n e w individuals from the
majority, or by incorporating n e w social groups, or by complete replacement of the
established elite by a counter-elite. They referred to this process as the circulation of
elites. According to Burton and Higley (1987:230):

Evidence as to whether elite circulation produces changes in
the overall structure of an elite and whether it is causally

associated with major political changes is not persuasive.
...the overall impression is one of strong persistence in the
character of elites and associated political patterns. Although
the social composition of elites m a y change considerably,
apparently their basic structures and dynamics change only
rarely.

Pareto's theory of elite circulation rested on an analysis of the varying talents and
psychological traits of leaders. In The Mind and Society (1935,Vol 3:2026-2034), he
outlined his theory of elite circulation in the following way:
Let us assume that in every branch of h u m a n activity each
individual is given an index as a sign of his capacity... .The
highest type of lawyer for instance, will be given 10. The
m a n w h o does not get a client will be given 1.... A n d so on
for all the branches of h u m a n activity....
So let us m a k e a class of the people w h o have the highest
indices in their branch of activity, and to that class give the
n a m e of elite.... It will further help if w e divide that class
into two classes: a governing elite comprising individuals
w h o directly or indirectly play s o m e considerable part in
government, and a non-governing elite, comprising the rest
So w e get two strata in a population: (1) A lower stratum,
the non-elite...(2) a higher stratum, the elite, which is
divided into two....

For Pareto, therefore, those w h o excelled in their special branches were the elite,

although within this group he postulated the priority of the political branch and so

political elite, for according to Pareto the leadership of society rested with the mo
politically able. Further, this governing elite was "always in a state of slow and

continuous transformation", and while elites tended to dissipate their talents, a ne

of talented individuals would appear in the non-elite who either were allowed to dis

the 'degenerate' elements within the elite or overthrow and replace the elite entire

they were not allowed to do this "sudden and violent disturbances [would be likely to
occur" (Pareto 1935: para. 2056).

T h e conceptions of Pareto and M o s c a about the phenomenon of elite circulation are
somewhat divergent. Although like Pareto Mosca believed that revolution could be

forestalled by allowing the ablest members of the non-elite admission into the elite,

found the origin of elite circulation to lie in theriseof n e w social forces. Unlike Pareto,

Mosca's treatment of the circulation of elites does not attach as much importance t

individual differences of ability or character, as to the influence of moral, religi

cultural factors in the creation of social change. As explained by Putnam (1976:166

"Mosca claimed that one could explain the whole history of civilised mankind in ter

the conflict between the attempt of rulers to monopolise and bequeath political pow

the attempt of new forces to change the relations of power". Mosca was more concern
with how new social groups and interests came to prominence and he claimed that

religion, specialised knowledge, and wealth were considered to have the capacity to
access to elite membership to those who possessed these things. He acknowledged,

however, that other social and economic factors such as changes in technology, econ
arrangements, population movement and migration, would result in some form of

circulation taking place (Mosca 1939:59-61). According to Mosca (1939:65), "If a ne

source of wealth develops in a society, if the practical importance of knowledge gr

an old religion declines or a new one is born, if a new current of ideas spreads, t
simultaneously, far-reaching dislocations occur in the ruling class".

Despite differences in explanation between Pareto (an emphasis on psychological

characteristics) and Mosca (an emphasis on sociological characteristics) for the or

elite transformation, both claimed there to be two major ways that new elites could
assume power, either gradually through processes of assimilation, co-optation and

modifications to the criteria of elite recruitment, or suddenly through processes o

revolution. The two different means tend to result in two different distributions o

The first is gradual and allows the old to share power with the new, while the seco

sudden, and has the old wholly replaced by the new. An alternative perspective on e

transformation is one that stresses the changing functional needs of society. These

functional explanations for elite transformation are common and were explained by M
(1939:65) in the following way:

Ruling classes decline inevitably w h e n they cease to find
scope for the capacities through which they rose to power,
w h e n they can no longer render the social services which
they once rendered, or w h e n their talents and the services
they render lose importance in the social environment in
which they live.

In other words, "strategic elites move into ascendency when their functions do likewis
(Keller 1963:125-126).

Mosca's theory of elites has been more extensively drawn upon than Pareto's by social
scientists because, according to Putnam (1976:169), it "more easily encompasses the
diversity of elite transformations that history records". M o s c a recognised that there was
interaction between the ruling minority and the ruled majority not just a simple dominance
by the former over the latter.

To summarise the basic contentions of the classical elite theorists, first and foremo
claimed that elites were an inevitable feature of all societies and that people could be
ranked by their share of any good, be it wealth, skill, or political power, but that these
social goods were not distributed equally in society. They also generally argued that for
most purposes the distribution of power could be conceived in dichotomous terms
(Putnam 1976:4). Second, according to the classical theorists, variations existed in elite
structure and functioning, and third, elites were not omnipotent Instead the relationship
between elites and non-elite populations w a s ultimately an interdependent one in which
each category limited the actions that were available to the other. This third contention
w a s explained less cogently by the classical theorists, especially Pareto, than the
contentions of elite inevitability and elite variability. It has received considerable attention
in recent writings, m u c h of which is reviewed by Putnam (1976: 134-164) and Burton
and Higley (in D o m h o f f and D y e 1987:231-235) and which is n o w duly considered.

C o n t e m p o r a r y Elite Theory

Contemporary elite theory has assumed a whole series of variations that elaborate the
fundamental principles of the classical theorists in an attempt to accommodate the
complexities and realities of contemporary life. Exemplars of contemporary elite theory
w h o built on the work of the classical theorists include Lasswell and Kaplan (Power and
Society, 1950), and Mills (The Power Elite, 1956). Lasswell conducted comprehensive
empirical studies of political elites on a world scale and like Pareto he defined elites in
terms of their particular inherent capabilities. His concern was with what channels were
open for those w h o aspired to elite positions and what rewards awaited those w h o
succeeded. According to Keller (1979:16-17), Lasswell's "most telling observations
concern the role of various skills, personality attributes, attitudes and symbols in the
struggle for attaining and maintaining elite status". Keller claims, however, that this
approach is flawed because Lasswell never makes it clear whether he is primarily
concerned with political elites (as were Aristotle, Pareto and Mosca) or all types of elites,
and in his reference to a ruling elite, fails to indicate if subordinate or competing elites
exist

In The Power Elite (1956), a work which focuses exclusively on American elites, Mill
defined the power elite in m u c h the same w a y as Pareto defined his governing class. Mills
distinguished three major elites in the U S A , namely corporation heads, political leaders,
and military chiefs. The general thesis of the work is that in America some m e n have
enormous power denied to everyone else. These m e n are, increasingly, a self
perpetuating elite, their power is increasingly unchecked and irresponsible, and their
decision making is oriented to immoral ends. While Mill's work has been acknowledged
as a significant contribution to the study of elites in the American society, it has been
argued more recently by other researchers that the scope of Mills' ideas failed to provide a
clear general theory of elites (Burton and Higley, in Domhoff & D y e 1987:237).

According to Field and Higley (1980:4), relatively little was done to build on the elite
perspective (developed essentially by Mosca and Pareto) until the mid 1970s. The 'neo-

elitist' perspective which developed in the mid 1970s revealed some evidence of influe
by other perspectives namely, pluralism and marxism. Pluralism accepts the notion of

elites but claims they are, or should be, competitive, flexible, structurally differen
open in their recruitment and heterogeneous in their social composition. The pluralist
position is primarily represented by Dahl (1961). Much recent writing has combined
elements of elite theory and the Marxist notion of ruling class (defined as the class
owns the major instruments of economic production in a society, but which may also
exert political dominance by its hold over the production of ideas). In Australia this
been evident in the work of Encel (1961; 1970) and Connell (1977). The two concepts
may be seen as complementary when applied to different types of political systems or
different aspects of the same system. According to Bottomore (1985:44):
with their help w e can attempt to distinguish between
societies in which there is a ruling class, and at the same
time elites which represent particular aspects of its interests;
societies in which there is no ruling class, but a political elite
which founds its power upon the control of the
administration, or upon military force, rather than upon
property ownership or inheritance; and societies in which
there exists a multiplicity of elites among which no cohesive
and enduring group of powerful individuals or families
seems to be discoverable at all.
The principal difference between the 'neo-elitist' perspective and its classical antecedent

resulting from the impact of the pluralist and Marxist perspectives, (at least accordi
Moyser & Wagstaffe 1987:5-6):
revolves around views about the degree of autonomy
exercised by elites in decision making. N o w a d a y s there is
widespread recognition that elites are to s o m e extent
constrained by external circumstances such as economic
factors or mass opinion. In this sense, 'neo-elitism' makes
rather more timid claims for the central importance of elites
but the gain, so it is argued, is a greater realism or empirical
accuracy.

Contemporary elite theory, especially the neo-elitist perspective, treats the fundamental
principles of the classical theorists in a way which constitutes a more plausible
explanation of contemporary life events. For the purpose of this study, therefore, the

basic contentions of the classical elite theorists are examined in light of the neo-el
reconsideration of them, and in the remainder of this chapter the notions of elite

inevitability, variability and the elite/non-elite relationship are accordingly revisit

Elite Inevitability

The inevitability contention goes beyond the observation that powerful and influential
persons exist in every society, by attempting to make meaning of the persistence,

transformation and disintegration of elites, in other words, the structure and dynamics

elites in society. The make-up, capacities and decisions of elites both reflect and inf

the characteristics of the societies in which they emerge (Prewitt and Stone 1973:4). T

goals of a society are established by the elite and accomplished under their direction,
(as first asserted by the classical theorists) elites are seldom all powerful nor are
completely autonomous. They are limited by policy priorities and political procedures

already in place in the society, especially where these are widely accepted (Prewitt an
Stone 1973:233). According to Pareto the predominant justification for holding elite

status was pre-eminence of certain talents and skills. However Mosca asserted that othe

factors also differentiated the various elites, the most predominant one being the soci

significance that was attributed to their activities. These elites, who have been vario

referred to as the ruling elite (Mosca 1939), the power elite (Mills 1956) and the stra

elite (Keller 1979), arouse particular interest because they are the 'prime movers' and

models for the rest of society and in turn have the largest, most comprehensive scope a
impact (Sills 1968:26).

In line with more recent writers (such as Field and Higley 1980) the inevitability

contention has been restricted to the notion of bureaucratic organisations. In this con

is regarded as a useful tool in examining complex contemporary society which is
characterised by bureaucratization, specialisation and differentiation, and in which elites
have traditionally been located (Moyser and Wagstaffe 1987:7). Attention in this w a y is
focused on the inner workings of societies, especially h o w they are organised and the
roles of individuals in them.

Two different views, often referred to as 'radical' and 'conservative', exist about the
structure, role and functioning of elites in society. Those w h o subscribe to the radical
perspective, regard the power and privileges of the elite as a form of exploitation and
manipulation by a select few for personal benefit and the whole existence of an elite as an
unnatural state of affairs, that is a group w h o have set themselves up as 'chosen' people
(Thoenes 1966:38). This perspective contains within it a theory of social change based on
either economic relationships, as typified by Marxist theories of class conflict, or
authority relationships as seen in political science theories. Those w h o subscribe to the
conservative perspective, consider the elite perform necessary and socially beneficial
tasks, and their monopolisation of power as a means to a 'noble' end, namely to better
serve all the m e m b e r s of society. This perspective sees the relationship between the
'rulers' and 'ruled' in terms of responsibility. It espouses two different viewpoints about
the masses. The first is that they are incompetent and thus incapable of reasonable action.
They are therefore in need of leadership to provide coherence and direction. The second
viewpoint is that the masses are rational and accordingly organise themselves into
hierarchies, and prefer to delegate authority to a small group of talented leaders.Whilst
both perspectives acknowledge the existence of, and distinguish between, the concept of
rulers and ruled, where they markedly differ is in describing the relationship that exists
between the two groups. This relationship between elite and non elite populations will be
considered later, but first intra-elite relations are examined as part of the contention of elite
variability.

Elite Variability

According to the second basic contention of elite theory, elites vary in their structure and
functioning and this variability can be classified very broadly according to the relative
integration or fragmentation of intra-elite relations, and the relative consensus or
dissension in beliefs and attitudes.

The Concept of Elite Integration

The classical elite theorists generally assumed the existence of considerable elite
integration. The most prominent dimensions of elite integration include c o m m o n social
background, similar occupational recruitment and m o v e m e n t through the ranks,
interaction a m o n g elites, and commitment to the prevailing system and the structural
networks that operate within the social system (Putnam 1976: 107-132). O f all these
factors, the most discussed dimension is that of social origin. This relates to the issue of
c o m m o n background characteristics of members of the elite. For example they share
certain aspects of education, religion, ethnicity and geographic origin, in other words
c o m m o n socialisation processes (Encel 1970 ; Higley et al 1979). A s far as recruitment
patterns are concerned, according to Putnam (1976:110), "cohesion is generated by the
long term apprenticeships that leaders have served together".

Another factor said to facilitate elite integration is networks of personal contacts
interaction amongst leaders, which leads to an enhanced understanding of each other's
attitudes and values and the ability to join together in support of a particular policy when
required. These bonds of friendship and communication are developed in turn by
commonalities in social origin as discussed above. According to Putnam (1976:115),
however, "the most central dimension of elite integration is the degree to which leaders
agree on what is to be done". Elites have a commitment to the system and leaders are
more likely to agree on 'the rules of the game', because it is fundamentally their game.

A further dimension of elite integration is solidarity, that is, the feeling of affinity and
mutual trust between m e m b e r s best represented in the phrase, 'one of us'. Finally, the
institutional context in m o d e m society which sees an interdependence between business,
government and bureaucratic organisations is claimed to encourage elite integration.
According to Putnam (1976:122) this is especially so if "the institutions whose c o m m a n d
posts the elite occupy have overlapping interests, [which leads] the elite incumbents to
take complementary actions, whatever their personal origins, contacts, and affinities".

While there is an overall assumption that a unified elite governs more effectively than
discordant one, an equally prevalent argument is that an integrated elite is likely to be
oligarchic (Putnam 1976:124-129). T h e connection between the two propositions is
emphasised differently according to ideological belief, that is, whether one subscribes to
the conservative or radical perspective about the role and functions of elites in society.
The former emphasises the effectiveness and stability that elite integration brings, while
the latter stresses the oligarchic consequences.

The theory of oligarchy was first presented by Michels in the early part of this centur
and has since become one of the most well k n o w n theories of social science. Because it is
referred to a number of times throughout this discussion, a brief summary of the theory is
warranted. According to Michels' 'iron law of oligarchy', the development of an
organisation goes through a number of stages. In the first stage, the number of members
increases and this is followed by an increase in organisational complexity and greater
diversification and formalisation of the relations between members. This division of
labour between leaders and followers increases until finally the organisation becomes
oligarchic, and until essentially the outcome is that "all organisations c o m e to be ruled by
self perpetuating elites with mass participation limited to ritualistically ratifying the actions
of the oligarchy" (Prewitt and Stone 1973:20). This course of events is able to occur
because those in control of the organisation have access to its resources such as technical

staff, publicity, communications, finances and h u m a n resources, and also have superior

knowledge of organisational affairs. Accordingly Michels argues that organisation has
become a technical and functional necessity. Putnam (1976:135) expressed this in the
following terms:
the larger and more permanent an organisation, the more
likely is the centralisation of leadership and the longer the
probable tenure of leaders...inadvertently, perhaps, they
begin to mobilise the flows of information, and the structure
of the organisation becomes increasingly vertical rather than
horizontal.

A Typology of Elite Structure.

As suggested above, elite groups are varied in their structure from the most informal

groupings on the one hand to the most closely knit organisations on the other. Higley

Moore (1989: 17-32) offer one of the most highly developed and useful typologies whic
classifies four distinct elite structures according to their level of integration or
fragmentation.

The first of the elite models within Higley and Moore's typology is the consensually
integrated elite model. This model operates according to a network of frequent

communication among top position holders in all major elite groups - business, politi

education, mass media and so on. No single elite group predominates in the network an
interaction is centralised in and between a small number from each group. Network

location depends on positional prominence and policy making involvement rather than o
background characteristics. According to Higley & Moore (1989:584), "because ready

access to key decision makers is the structure's raison d'etre, political-government

bulk large as the targets of elite interaction and as switching points in the intera
network".

The second model is k n o w n as the plural elite model.This model also has representation
from leaders of all major elites and here too no single elite predominates. Network
location again is linked to position and policy making involvement but interaction is not
centralised and contact between different elites is less frequent and primarily issue
specific. According to Higley and M o o r e (1989:584), "because of sectoral autonomy and
specialization, intra-sector interaction is greater than inter-sector interaction, and the latter
occurs mainly with political governmental elites".

The third model is referred to as the power elite model. It is more in line with clas
elite theory, having a clear hierarchy of power a m o n g elite groups, with business and
political elites at the top. The interaction network is, therefore, not inclusive of all major
elite groups.There is greater homogeneity in backgrounds and extensive positional
overlaps and consequently frequent interaction between the very top elites. Interaction
among the other elite groups is mainly concerned with secondary issues.

The fourth model is known as the ruling class model and derives from the Marxist
tradition in which elites comprise a ruling class. This model has m u c h in c o m m o n with
the power elite model, but as Higley & M o o r e (1989:585) state "the inclusiveness and
structure of elite interaction are largely incidental to the m u c h more general imperatives of
the capitalist system in this model".

Since the 1960s there has been some debate about the concept of elite integration in
Australia. For example, H o m e (1964), Encel (1970), and E m y (1974) concluded that the
pluralist model generally offered the most accurate description of elite integration in
Australia, while Playford (1972), and Connell (1977) argued that a ruling class or power
elite concept could be most accurately applied to Australia. M o r e recently Higley and
M o o r e (1981) and Higley and Deacon (in M o o r e 1985) concluded that whilst none of the
models completely explained the structures of interaction networks a m o n g Australian
national elites, Australia fundamentally operated according to a consensually integrated

model. In other words, there is in Australia an interconnected central circle of elite
groups. Higley and Deacon's study of 1975, for instance, found that the 370 elite
persons included in their study held at least 1400 positions in more than 999 separate
organisations at federal and state levels (Moore 1985:107).

The EUte/Non-elite Relationship

The third basic contention of elite theory is the dynamic, interdependent relationshi
exists between elite and non-elite populations, so while elites enjoy integration based on
sharing c o m m o n social, occupational and psychological traits, there is also an
interdependent relationship between elites and the non-elite. Elites have the ability to
affect h o w non-elites view their role and every elite attempts to m a k e its mle legitimate in
the eyes of the non-elite. This legitimacy is influenced to a large extent by the ability of
the elite to produce outputs satisfactory to the non-elite (Putnam 1976:137). However,
elites are in turn responsive to non-elites in that they are accountable to the non-elite (even
if they m a y be tempted to further their o w n interests) and the standards the elite measure
themselves by are often self-generated, for example the education system and the public
media.

Putnam (1976:140-162), suggests four reasons for the interdependence that exists
between elites and non-elites. First, the elite m a y be like the non-elite in crucial respects,
that is an elite m a y do what the non-elite wants done because the former mirror the latter
in terms of background or outlook. Second, support from the non-elite m a y be an
important resource or credential for members of the elite, so that getting into and staying
in the elite m a y be dependent on support from the non-elite. If this is the case, leaders
have a powerful incentive to pay attention to the views of the non-elite. Third, influential
intermediate groups or institutions (the array of formal and informal institutions that
convey the non-elite's wishes to leaders such as political parties, interest groups and
patron-client networks) m a y link elites with the non-elite. W h e r e an individual's strength

is augmented by collective pressure, that individual usually experiences less difficulty in
being heard and listened to by those w h o occupy posts of c o m m a n d , in particular by the
political elite. The lobbying activity of interest or pressure groups further reminds elites of
the wishes and demands of the non-elite. Fourth, members of the elite m a y believe they
ought to be responsive to the needs and wishes of the non-elite. M o s c a also had noted
that elites needed to believe that their political might was founded on moralright.For
"wherever the political formula refers to the welfare of the masses, leaders will feel
psychological pressure to attend to the wants and needs of the followers" (Putnam
1976:160).

In summary, there are two essential characteristics which have been argued as the bas
for constituting an elite, namely that elites are groups w h o possess some natural or
acquired superiority, and their function is in s o m e w a y linked to the attainment or
maintenance of a position of power. According to Higley, Deacon and Smart (1979:1) the
special merit of the elite/non-elite distinction is the implication that power concentrations
and elites are a necessary or unavoidable feature of society. This was clearly the sense in
which Pareto and M o s c a used it. Pareto (1935) w a s particularly interested in those
'superiors' w h o held a position of power; Lasswell and Kaplan (1950) defined the elite as
those with the most power and the mass as having the least power; and Mills (1956)
implied that power was an essential attribute of the elite. Elites are therefore distinguished
by their possession of and concern with the exercise of power.

The Notion of Power

There are two distinct conceptions of power in social science. The first is the abil
influence other individuals, that is to change their behaviour. The second is the ability to
influence collective decision making, that is power over outcomes (Putnam 1976:6-7).
There is also the need to distinguish between direct and indirect power over policy
decisions and outcomes because, according to Putnam (1976:6), "even a m o n g the very

powerful, few people directly decide public policy". Direct power is that which is
exercised w h e n , for example, an individual participates directly in the final decision,
whilst indirect power is that which is exercised w h e n one individual influences another
w h o in turn decides policy. It is of course possible to exercise both direct and indirect
power and this occurs w h e n an individual participates directly in policy making while at
the same time influencing others.

Whilst the classical elite theorists tended toward a simple model of 'rulers and rule
(with a middle group added at times, as w a s the case for Mosca), Putnam (1976:11), in
his study of (political) elites postulated a six w a y division of power. This model
accentuated the interdependence in the relationship between elites and non-elites. At the
top of the Putnam model are the 'proximate decision makers' w h o represent the smallest
group and are comprised of individuals directly involved in policy making. Just below
them are the 'influentials' w h o are individuals with substantial indirect influence and to
w h o m the decision makers look for advice and reassurance about decisions made. The
next stratum is m a d e up of 'activists' w h o take an active part in politics and government
and w h o are often referred to as the party members. Just below this group are the
'attentive public' w h o , whilst wielding no influence themselves, are keenly aware of what
is going on in the political game. Next are the 'voters' w h o represent the largest group
and w h o , because of their relative size, collectively have a significant impact on national
policies through their votes, though as individuals they tend to have no real influence. At
the bottom of the model are the 'non-participants' w h o represent a politically powerless
group, sometimes by choice, and sometimes because of deliberate exclusion by the
authorities. Putnam's six-fold stratification of power provides a useful model for the
present study because it represents a m o r e comprehensive and accurate account of
relations between recognisably different elites, and between elites and the non-elite in the
Australian arts arena.

Power and the Theory of Elite Distemper

Part of the argument for elite/non-elite interdependence w a s that the actions of elites are

limited by the interests of the non-elite, a group to whom the elites appeal for suppor

order to perpetuate their status, and who therefore have the ability to make the elites
responsive. One of the central issues within the elite/non-elite contention is how the

relationship between elites and the non-elite can best be constituted in order that ab
power by one over the other are minimised. Stone (in Domhoff and Dye 1987:239-265),

attempts to expose the disorders that are attached to unchecked power in his theory of

distemper, the main purpose of which is to provide a set of evaluative criteria by whic
measure elite power. These criteria involve:
the ideals of public responsibility, political inclusiveness,
and policy adaptability. ...Public responsibility stands as a
barrier to factionalism, thus making political inclusiveness
m o r e likely, and public responsibility and political
inclusiveness together m a k e policy adaptability more likely.
The core elements of elite distemper are oligarchy, factionalism and rigidity. Whilst they
are conceptually separate they are also causally connected for according to Stone
(1987:252) the "governing elite's desire to perpetuate itself in power leads to the

formation of factional alliances; and the desire to maintain arrangements through which
private and factional advantage is obtained, in turn leads to...policy rigidity".

The relevant tenets of Stone's theory of elite distemper as applied to oligarchy - the
problem of self-perpetuating elites, are as follows:

For a large and occupationally specialised mass citizenry,
public leadership is necessary.
M a s s dependence on the leadership function enables those
w h o hold leadership positions to develop into a distinct
governing group and exercise a significant degree of
autonomous power.
Power enables the governing elite to exploit its position for
special privileges and private aims, including the
perpetuation of itself in power (Stone 1987:243).

The next set of tenets of elite distemper refer to the element oi factionalism. Stone
explains that:
Governing elites are dependent on elements in the societies
they govern for cooperation in the exercise of social control
and the maintenance of order, ...in the conduct of
productive activities, for acquiescence in leadership
succession, and...in raising revenue... .
Thus power is not unidirectional; power is to some degree
reciprocal. Elements of society outside the governing elite
are also essential in the governing process.
Social elements outside the governing elite differ in
attributes, including the resources they c o m m a n d and the
activities they control.
Governing elites can satisfy their needs for social
cooperation by forming alliances with elements of society
less inclusive than the entire mass citizenry .The result is
governance on behalf of factional interest rather than the
entire public (Stone 1987:245).

The final set of tenets of elite distemper as set out by Stone relate to the element of policy
rigidity and are as follows:
Elites and their allies tend to become locked into a fixed set
of arrangements and policy practices.
T o protect on-going arrangements, they m a y resist n e w
ideas and proposals even though social conditions are
changing.... This is the problem of rigidity. It results from
an unwillingness to be adaptive for fear of endangering
existing prerogatives (Stone 1987:246).
Stone (1987: 252-255) perceives the key to elite distemper to rest with division of
which opens a gap between part of the community on the one hand and the whole of the

community on the other. If division of labour produces a separate governing group, th

group develops distinct interests and increases the likelihood that concerns based o

'part' will displace those based on the 'whole'. Division of labour also heightens in
dependency but because "dependency between given parts may not be symmetrical,

interdependence may create unequal power relationships. The greater dependence of one
part means greater power for the other part" (Emerson, 1962 and Blau, 1964 in Stone

1987: 253). Stone (1987:254) suggests that one significant way to counter elite dist
is to ensure that an informed, knowledgeable citizenry exists who have the "capacity

interpret what is going on and to comprehend the value trade-offs that any policy effort
entails". Ideally this group would possess the quality of information and understanding
that would enable them "not only to weigh alternatives offered by elites but also to be able
to put together alternative programs of action". For Stone, this type of citizen involvement
most often occurs through mediating organisations.

Summary and Implications for the Analysis of Government Support for
the Arts

The definitions of elite discussed above can be loosely classified into two types: tho
concentrate on the superiority and excellence of given individuals, and those that focus on
the functional, occupational role of a stratum in society. T h e following two chapters
examine h o w in the history of support for the arts in Australia, both categories of elite
have been used to explain the relative emphasis given by the Government to the elitistegalitarian debate, and the choices m a d e by the Australia Council in the distribution of its
support for music art forms.

Three significant contentions have emerged in the discussion of how elites tend to
function in society. These m a y be classified as elite inevitability, elite variability, and
elite/non-elite interdependence. While the classical elite theorists first raised these issues,
it w a s the neo-elitist perspective that refined them to account for the workings of
contemporary society, which enabled them to explain more adequately the complexities of
real life events. It is this, more refined perspective, which is used in the present study.
T h e neo-elitists' discussion of the inevitability contention has been restricted to
bureaucratised societies and the role that the elite occupies within the structure and
functioning of bureaucratic organisations. With regard to the notion of elite variability
contemporary writers have attempted to classify elite structure and functioning as a means
of explaining elite interrelations - the work of Higley and M o o r e (1989) being among the
most advanced. Finally neo-elitist theorists also developed the notion of elite versus non-

elite power and proposed that variations in the elite structure and functioning are limited
by non-elite (political) interests and choices.

Reference to the Theoretical Framework

The evaluative criteria proposed in the theory of elite distemper have a clear applic
this study. In particular the notions of a perpetuation of a distinct governing elite acting on
behalf of factional interests that appear to inadequately represent the contemporary social
conditions, and that have seemingly become part of entrenched practices, inform the
development of Government support for music art forms in Australia. Elite distemper (or
its absence) is a product of the relationship between the governing elite and the mass
citizenry. The issue that the theory highlights is h o w the relationship between the elite and
non-elite can best be constituted (Stone 1987:265).

A study of elite/non-elite interactions and the relationship between the Australia Co
and the Music/Performing Arts Board on the one hand and the elite and non-elite of the
music community on the other hand is the basis of this thesis. Through use of a
questionnaire survey and personal interviews, it is intended to test the perceived
effectiveness with which the Australia Council's Music/Performing Arts Board meets the
needs of the music community as a whole including both the elite (made up mainly of
producers of 'fine' music art forms and established music organisations) and the non-elite
(made up mainly of producers of populist music art forms and individual musicians).
Particular attention will be given to determining the extent to which the Performing Arts
Board can be seen to show, in the words of Stone (1987:261), "democratic values" as
opposed to "disorders of elite conduct". Figure 2.1 details what these values and
disorders are. They will operate as yardsticks for assessing the functioning of the
Australia Council and the Music/Performing Arts Board.

Figure 2.1 Evaluative Dimensions Relating to Elite C o n d u c t and P o w e r
To what extent (if any) does the Australia Council and Council and the
Music/Performing Arts Board display democratic values as against the disorders of
elite conduct in the form of:

Public responsibility
participative decision
making and sharing of power.

vs

Oligarchy
the self perpetuation of elites.

Political inclusiveness
representativeness of interests
in decision making.

vs

Factionalism
governance on behalf of
factional interests rather than
the entire public.

Policy adaptability
responsiveness to changing
social conditions and the
demands of the music
community as a whole.

vs

Rigidity
the preservation and
protection of existing
arrangements.

T h e two key questions that the thesis proposes to examine in relation to the theory of elite
distemper are first, whether the Australia Council and the Music/Performing Arts Board
have tended to function more according to the dimensions of responsibility, inclusiveness
and adaptability or more according to the dimensions of oligarchy, factionalism and
rigidity; and second, whether the Council and Board's pattern of behaviour on each of the
three dimensions has remained constant over time.

In the following two chapters, the 'anatomy' of elites in the Australian arts-music area is
examined, with specific consideration given to defining w h o comprises the arts-music
elite, h o w and w h y they have emerged, and what decisions and actions they have taken in
exercising their power. T h e consequences of elite decisions and actions for the music
community as a whole form the basis of analysis and discussion for the later chapters of
the study.

T h e history of these events was not predetermined by any theoretical model of public
policy and therefore involves m u c h more than would be included if an analysis of key
events w a s m a d e solely within a single framework. Partly because of this, and partly
because the full background is important in understanding the current role and transition
in role of the Australia Council and perceptions of it by its constituencies, the historical
analysis is explained in its o w n right rather than as a model played out in the real world.
H o w e v e r it is important to look in retrospect at h o w these events might be better
understood in terms of these theoretical principles. Accordingly a review of the
developments in terms of these principles outlined in this chapter is provided at the end of
chapter four.

Analysis of the questionnaire survey is also treated in this way. Like the historical
analysis it is too complex to be explained within the confines of a single theory.
Consequently reference is m a d e throughout the discussion of the current perceptions of
the Music/Performing Arts Board to elements of an appropriate theoretical framework, in
particular the theory of elite distemper which appears to provide a more adequate basis for
interpreting the changing patterns of support of the Music/Performing Arts Board than
m a n y of the simpler theories.

Chapter Three

Commonwealth Support for the Arts in Australia,
and the Establishment of the Australia Council
Commonwealth support for the arts in Australia commenced in 1908 with the
establishment of the C o m m o n w e a l t h Literary Fund. Since that time Government
patronage has been administered by a number of successive authorities including the
Australian Elizabethan Theatre Trust (AETT), formed in 1954, and the Australian Council
for the Arts ( A C F T A ) , established in 1968. In 1975 the Australia Council became a
statutory authority and assumed the role of the Commonwealth Government's primary
arts funding and advisory body. Whilst it has been principally known for its grant making
function, its non-funding activities are also significant. These include implementing the
Government's arts policy, providing support for research and advocacy of the arts, acting
as a source of advice for people working in the arts, and generally aiming to raise the
standard of the arts in Australia. The Council's principal objective is " to foster a strong
artistic life throughout the nation by promoting excellence in and development of the arts.
It also actively encourages involvement in the arts by all Australians and nurtures a
culturally diverse national identity" (Australia Council Annual Report 1990/91:1). The
Australia Council's objectives reflect the rationale of government assistance for the arts in
Australia.

An Overview of the Chapter

This chapter outlines the rationale of Commonwealth Government arts support in
Australia from its beginnings in 1908 to the establishment of the Australia Council in
1975, and the first 16 years of operation of the Council.

The first period of development, 1908 to 1967, marks the emergence of Commonwealth

Government support for the arts. Several agencies and schemes were developed during

this time to administer grants to a variety of art forms, including the Commonwealt
Literary Fund (1908), the Commonwealth Art Advisory Board (1912), AETT (1954),
and the Commonwealth Assistance to Australian Composers (CAAC) (1967). Attempts to
reform this loose structure of support were made in 1968 with the establishment of

ACFTA, which assumed responsibility for subsidy and policy advice principally in th

performing arts area. In this first period of development, the arts elite comprised
entrepreneurs (such as the long standing commercial theatrical producer J.C
Williamson's) and upper middle class consumers of principally European culture, a

culture which they deemed the 'best', and which through various initiatives (such a

AETT) they sought to bring to the non-elite population. By the time ACFTA was set u
1968, the efforts and philosophy of this self appointed cultural elite was firmly

established and steered to an extent the practices of ACFTA. Prominent within the B
of bodies such as AETT and ACFTA were academics, bankers, and members of the legal

profession who were supporters of established non-commercial institutions. Non-elit

(predominantly the public at large) interest in the arts was growing however and by

late 1960s and early 1970s this interest commanded political consideration, so that

the Australia Council was formed, its art policy was broadened beyond that of ACFTA

acknowledge the plurality of arts interests in Australia, not only those of the eli

The years from 1973 to 1975 therefore marked the beginning of the second important
period of development in Commonwealth arts support, when in response to the

Australian Labor Party's policy statement about the arts, the idea of an independen

Council to act as the Government's agent in the provision of support for the arts s
take shape. It was a transitionary time during which ACFTA was transformed into a
statutory Council and also one of consolidation of Government support for the arts

culminating in the establishment of the Australia Council (the Australia Council Act was
passed by Parliament in March 1975).

In the years from 1975 to 1991, a number of changes were made to the Act and the
operating structure of the Australia Council. This period was one of transformation, and
was characterised by the progressive re-shaping of the Australia Council. The most recent
significant changes have resulted from recommendations proposed by the House of
Representatives Standing Committee on Expenditure into Commonwealth Assistance to
the Arts which reported to Parliament in 1986. At the time of writing, the Council is still
adapting to the organisational restructuring which it has undergone since 1986, based on
this Standing Committee Inquiry's recommendations.

This third period of development has witnessed a growing interdependent relationship
develop between the cultural elite and non-elite population as the non-elite seek to share
with the elite limited available funds for the arts. While there has been considerable
growth in the number of arts producers and consumers in Australia since the 1970s, this
has not been complemented by comparable growth in the budget to service this field. The
Government is cognizant of this situation and since the establishment of the Australia
Council, and especially since the mid 1980s, it has responded to the situation by calling
for improved access and participation in all art forms, and a shift in emphasis in subsidy
allocation from established traditional arts activities to n e w and more diverse art forms,
but it has not responded by increasing available funds for the arts. Essentially this has
meant that the same amount of resources have had to be spread across a m u c h broader
array of arts activities. This has m a d e it increasingly difficult for the Australia Council to
meet the demands of the arts community as a whole, and attend to its stated objectives in a
balanced way.

Figure 3.1 shows the allocation of Commonwealth direct funds to the Australia Council
from 1973 to 1991, and indicates that Government support for the arts has not increased
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in real terms since 1973. The interrelationship between the Government, the Australia
Council and the Council's constituencies is illustrated in Figure 3.2.

Figure 3.1 Allocation of C o m m o n w e a l t h Direct Funds to the
Australia Council 1973/74 - 1990/91
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Figure 3.2 Government, Australia Council and Client/Consumer Linkages
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It would appear therefore, that the Australia Council has attempted to exhibit democratic
values in its functioning, but its attempts have been limited by lack of Government funds
for the arts. Despite the Council's intentions being in accord with the values of
participation, representation and responsiveness, the fact that it has been locked into a
fixed set of arrangements, has felt obligated by precedent to continue its existing pattern of
funding, and concurrently been forced by political pressures to do so has meant that
Council operations have, in terms of the theory of elite distemper, displayed disorders of
elite conduct.

Before turning to the emergence of C o m m o n w e a l t h support for the arts and the
establishment of the Australia Council, the arguments for government subsidy are
considered under the two broad headings of value and cost

Rationale for G o v e r n m e n t Support for the Arts.

Arguments for government subsidy for the arts generally (performing, literary and visu
have been propounded by numerous writers (Baumol and B o w e n 1966, Blaug 1976,
Industries Assistance Commission 1976, Netzer 1978, Throsby and Withers 1979,
Abbing 1980, Berleant 1980, C w i 1980, Withers 1981, Mulcahy 1982). The majority of
these arguments fit under two broad interrelated areas namely the value of the arts to
society, and the costs associated with some art forms. The first broad area of justification
encompasses a plurality of art forms including what is usually referred to as the high arts
as exemplified by opera and m u c h orchestral music, and popular including rock music. It
is an argument used by both the cultural elite and the non-elite populations to justify
government support for the arts, and for aspirant elites to be given the opportunity to
develop their art form (for example, what is referred to as experimental/fringe arts activity
would fit here). T h e second broad area of justification on the other hand is more
exclusionary and is used by the cultural elite to justify government support for the high
arts. Both areas of justification can be further divided with the 'value' justification
including the inherent value as well as ancillary benefits arguments, and the 'cost'
justification including elements of inherent costs and long-term cultural investment
arguments for subsidy.

Value Justifications

The first area of justification for government support is based on the presumed inheren
value of the arts. According to this rationale, the arts are seen as 'good in themselves',
what economists refer to as 'merit goods' and political scientists a 'value'. Public support
is warranted because of the social utility of the arts, which includes reference to their
properties of enhancing the quality of h u m a n life and generally providing cultural
socialisation for the population at large. This argument rests on the assumption that in
order to reach the populace and m a k e the arts more available, public subsidy is required.

Within this social utility rationale there is also an educational argument for subsidy, which

suggests that the arts should be a regular part of the school curriculum, and that it is

important for all children to be given the opportunity to participate in the arts as pa
their school education. As an education tool, the arts are viewed as being able to
contribute not only to the personal development of children, but also to cultural

development and children's appreciation of different art forms. School arts programs are

perceived to help create an audience of the future that is receptive to the arts. Gover
support is required therefore to ensure that the conditions necessary to achieve these
educational ends are developed.

Also within the value justification is the notion of ancillary benefits the arts bring
community. According to this argument, which refers to the arts as 'mixed goods',
subsidy is justified on the grounds that the arts contribute to the economy in the form

added economic activity such as increased tourism, the generation of jobs, and additiona
spending in the wider economy. It is, therefore, for the general good of the national

economy that governments invest in the arts. This political argument is also based on th
premise that subsidy for the arts is a way of giving something back to the tax payer in
form of a service; that public subsidy in turn allows arts organisations and artists to
what they would otherwise not be able to afford to do (linked to the inherent costs

justification); and that government support stimulates diversity in and broadens access
the arts (linked to the inherent value argument).

Cost Justifications

The second area of justification is based on the inherent costs of production associated

with some art forms such as the live production of professional 'classical' (and variou

referred to as 'fine', 'high' and 'serious') opera, ballet and theatre, as opposed to po

entertainment such as rock/pop concerts, amateur dance and theatre performance. Like the

inherent value justification this argument also includes merit goods considerations, in

the arts are seen as having s o m e value to society and therefore ought to be freely
available, for without the provision of subsidy m a n y people would be denied access to
the arts. This argument was first articulated by Baumol and B o w e n in 1966, and relates to
the failure of s o m e art forms, as defined above, to remain viable under market forces.
Requests for support stem from the financial deficits incurred by some arts organisations,
such as professional opera companies, because ticket sales do not provide the revenue
required to meet the costs of production. It is based on the recognition of the high labour
and production costs incurred by these arts organisations that cannot be matched by
reasonable admission prices. Market demand is also not sufficient to support the
m i n i m u m conditions of professional quality artistic production, for included in the 'cost'
is the ten or m o r e years of training that most musicians have had, which can not
realistically be recouped in the prices paid by the arts consumer. Justification for subsidy
occurs because first, these arts activities are seen as inherently valuable by the public
and/or the government and second, increases in production costs for these activities will
probably always continue to be higher than the inflation rate. A s pointed out by Baumol
and B o w e n , these performing arts have little capacity to m a k e productivity gains over
time, but all the while productivity in the rest of the economy is rising along with wage
rates. Rising w a g e rates, in the absence of productivity increases, raise the costs of
production along with the prices at which the services are sold.

Part of the 'costs of production' justification is based on long-term cultural invest
and the preservation of aboriginal and western art form cultural heritage. This argument
involves aspects of national responsibility and advances three reasons for government
subsidy for the arts. In the first instance, governments have a responsibility to future
generations to support the on-going development of the arts; in the second place, the arts
are a means of enhancing an understanding of society; and third, the arts develop a
cultural identity. According to this argument, without public subsidy the arts m a y well
disappear.

The Interrelationship Between Value and Cost Justifications as an Expression of Elite
Influences

In conclusion, the two broad areas of justification for support for the arts are inter
and rest on the belief that the arts are of intrinsic value and that government intervention is
necessary to ensure that continued development in arts production and consumption
occurs. For the policy maker, subsidy for the arts cannot be justified on any single
argument, all the arguments including those based on extrinsic justifications such as the
economic basis for support, as well those based on intrinsic justifications such as the
social basis for support, need to be taken into account. Programs of support generally
have multiple justifications and different people will support the same program for
different reasons. While the distinction between high and popular art culture is not m a d e
explicit in the arguments for support, it is implied that popular art can usually pay its o w n
w a y and m u c h of it is less deserving of support because of its evanescent character, and
because generally it demands less skill and training than high art. At the same time,
implicit in the value arguments is a comprehensive egalitarian arts policy view that seeks
to maximise opportunities for all to participate in the production and consumption of a
diversity of art forms. T h e cost arguments on the other hand appear to represent a more
exclusionary elitist arts policy view that implicitly asserts the high arts are in s o m e w a y
superior to other artistic activity and thus deserve to be supported.

These arguments of value and cost allow us to analyse the practical manifestations and
underlying priorities of government support for the arts. They provide insight into where
the m o n e y goes for the 'true' purposes of support and help to explain the balance of
support between different art forms. In that sense they constitute a practical reflection of
the principles of power and influence that underpin the statements of objectives for
government support. But the manifestations of value and cost are not in themselves a
model of social power relationships in society, rather they are an expression in economic
terms of these underlying characteristics.

Rationale for Government Support for the Arts in Australia

The Australian public generally has an uneasy relationship with the notion of suppor

based on an exclusionary policy, a fact which was recognised by the two major politi

parties in the 1970s, when the essentially elitist emphasis of the 1950s and 1960s wh
had been promoted by the privileged upper middle class, was broadened to include a

plurality of interests and the development of a more comprehensive arts policy. Even

though the intrinsic merit argument was expressed as a major justification for suppo

to the 1970s, it was restricted to the high arts, particularly professional opera and

orchestral music, a situation caused as much by the fact that many of the populist mu

art forms of today such as rock and jazz did not exist in any organised way prior to

1970s, as by the fact that proponents of the belief in the superior quality of the h
occupied the command posts of public arts policy making, an example being Coombs,
Chairman of AETT from 1954 to 1968 and Chairman of ACFTA from 1968 to 1974. In
the 1970s, governments' commitment expanded to include recognition of market failure
for some art forms - particularly some of the experimental/fringe music and theatre

activities, and broader access to a diversity of arts experiences and activities, th
sense of cultural democracy which was enhanced by a massive scale of support in the

early 1970s (principally the years of the Whitlam Labor Government). Since that time,

and especially since the mid 1980s, the public benefit justification has almost total
displaced the merit rationale and, as reported by McLeay (1986:44) because there is
community consensus about the relative public benefit of different art forms, it was
recommended that the Government would decide the relative public benefit, or public

need. This could be interpreted as the provision of support based on political judge

of what is 'strategically important', rather than what is 'the best' (excellent). The

elite integration (as exemplified by the elite joining together in support of a part
policy when required), and relative non-elite fragmentation (lack of community
consensus) will be revisited in the ensuing discussion.

The next section traces the first period of Government support for the arts from 1908 to
1967, a period that was essentially based on the alleged inherent value (principally of the
high arts) argument. It also marked the emergence of a cultural elite in Australia w h o
sought to promote and secure Commonwealth support for the best art forms as
exemplified by professional ballet, opera, orchestral music and theatre, in order to raise
the quality of life for the Australian population as a whole.

The Emergence of Commonwealth Support for the Arts: 1908-1967

Commonwealth support for the arts in the form of grants was first given to writers
through the Commonwealth Literary Fund set up in 1908 and the Commonwealth Art
Advisory Board established in 1912. From time to time the Government gave financial
assistance to artistic activities such as symphony orchestras and government broadcasting
services, but no coherent program of assistance existed.

The Australian Elizabethan Theatre Trust, 1954-1967

In the 1940s unsuccessful moves were made by the arts community (by both practising
principally performing- artists and interested consumers), to persuade the Commonwealth
Government to establish an organisation similar to the Arts Council of Great Britain
which was established in the mid 1940s, and develop a national policy for the arts
(Battersby 1980:19). The pressure for Government support continued until in 1954 the
Australian Elizabethan Theatre Trust ( A E T T ) was set up (Rowse 1985:7). The Trust was
a private non-profit organisation whose brief was essentially to promote the arts in
Australia and seek funds for their support from all sources including the Federal
Government It became the main channel of direct Commonwealth support for the
performing arts. A E T T was responsible for establishing professional performing arts
companies in ballet, drama, puppetry, theatre orchestras and opera. For example the

Australian Opera began as a Trust venture in 1956, and the Australian Ballet and
associated orchestras also grew out of the Trust. The Trust operated consequently " as an
unofficial agent of government, distributing an annual grant from the federal government
a m o n g its o w n companies and, to a lesser degree, to other art organisations" (Battersby
1980:20).

This initial phase of Commonwealth support was, therefore, characterised principally
government funding of voluntary entrepreneurship, that is public initiatives such as
A E T T . T h e boards of these early arts bodies "constituted what w a s effectively a
governing elite of non-commercial culture... .They never doubted their responsibility or
capacity for cultural leadership and they had a clear and confident view that their
constituency was the nation as a whole" (Rowse 1985:11).

A particular notion of excellence was adhered to in these early years, couched in ter
proven ability and reputation, that is, the 'best of their kind', and translated in practice as
the best within certain art forms such as opera, ballet and classical drama which were seen
as inherently superior to other artistic pursuits. There was an assumption that these arts
represented ultimate artistic and cultural excellence and those w h o received grants were
the so defined excellent Even though audiences for the major subsidised arts were
representative of a minority of the Australian population, this was not interpreted as a sign
that there existed other art forms of public interest and merit for" to suggest that would
be to suggest that what [had] been subsidised [was] not the nation's culture, but the set of
cultural interests enjoyed by a section of the population which [had begun] to mobilise its
cultural demands in the 1940s" (Rowse 1985:49).

These two notions of excellence, quality of achievement and inherent quality of art f
were important justifications for the Commonwealth's endorsement of AETT's efforts.
A s R o w s e (1985:31) stated, "excellence justified a concentration of funding, the
promotion of some projects as show cases of what the nation could aspire to in culture".

In effect what this meant was that the major national performing arts companies that dealt
with traditional arts such as opera, received the majority of funding support, a situation
which according to R o w s e (1985:34), has been mutually reinforced since the 1960s by
both Commonwealth and State agencies.

Government assistance in the development of the arts in Australia up to the late 1960s
continued to lack an explicit coherent rationale. Furthermore, the Commonwealth's
cultural policy was not initially developed by reference to the explicit charter of a statutory
body. Rather it was "an ad hoc appreciation of the efforts of self-appointed cultural
leaders whose altruism and whose knowledge of what the public needed were broadly
accepted" (Rowse 1985:10-11). These principally "upper-middle class people with a
sense of their cultural responsibility to the rest of society [had] been able to engage the ear
of government" (Rowse 1985:116). In the 1950s and early 1960s these people assumed
responsibility for cultural activities which resulted in an interpretation of culture for
Australia which held that the high or serious arts were the best and therefore most worthy
of subsidy. Their rationale was primarily, therefore, an elitist notion of support based on
the inherent value of the high arts couched in terms of a sense of national responsibility.

The Establishment of the Australian Council For The Arts, 1968-1972

By the mid to late 1960s it was becoming increasingly clear to the Commonwealth
Government that there was a need to separate the two functions of A E T T , namely
government agent for distribution of grants and private entrepreneur. A s a result, in 1967
the Government announced the establishment of the Australian Council for the Arts
( A C F T A ) , to distribute government funds and provide arts policy advice. This allowed
A E T T to continue with its entrepreneurial and company functions. A C F T A operated
under direct ministerial control from its beginnings in 1968 up until 1973. D r H.C
C o o m b s w h o had been the Chairman of A E T T from 1954 to 1968, (as well as Governor

of the Reserve Bank of Australia and Chancellor of the Australian National University)
became the foundation Chairman of A C F T A , a role he occupied from 1968 to 1974.

The establishment of ACFTA "was the first real [concerted and Government initiated]
indication of federal government intent to create a favourable climate for the arts in
Australia and to promote Australia's image abroad through the arts" (Battersby 1980:20).
A C F T A acted mainly in the area of the performing arts at a national level, although it also
had the task of advising the Government on aspects of the arts not receiving aid through
existing channels. Concern had been expressed by Senate in 1968 (Pari Debates
Oct: 1258) about ensuring that A C F T A saw to it that "ordinary Australian people" took an
active interest and participated in the arts, and that it did not just accommodate "society
people". O n e of the proposed tasks of A C F T A , as put forward by Senate (Pari Debates
Oct 1968:1258), was to try to keep skilled and experienced artists in Australia and
provide for these people on a more permanent and substantial manner. The inherent value
rationale for support for the arts was, therefore, seemingly expanded beyond the high
arts, to include a more comprehensive policy that would also meet the interests and needs
of the community at large.

During its first year of operation, ACFTA spent a total of $372,400 on musical acti
$193,000 of which went to the Australian Opera, $167,400 to the A E T T orchestras and
$12,000 to the West Australian Opera (Submission to the Senate Standing Committee
1975:10). In a statement m a d e by the then Prime Minister John Gorton to the House of
Representatives in February 1969, it was pointed out that A C F T A ' s main concern was
with quality and to this end it had "adopted a principle...that high standards can best be
achieved by a concentration of available funds rather than by a thin spread over a wide
area" (Pari Debates, H of Reps 1969:94). The concentration was not only on individuals
within particular art forms, but on a limited range of art forms.

In line with the principle above, A C F T A also established several advisory committees in
specialist fields including a Music Committee appointed in 1969 (Submission to the
Senate Standing Committee 1975:11). The Music Committee's emphasis was on assisting
the performance of opera, music theatre, chamber and contemporary music, master
classes, outback tours of professional groups and recording projects. The Music
Committee's funding did not include the provision of support for the performance costs
of amateur groups, overseas tour costs, or interstate touring by amateur groups, and
grants to individuals were also rare until 1971.

In October 1970 Prime Minister McMahon formally outlined the Government's
philosophy for the arts in Australia that saw "...the arts in a multitude of expressions and
forms - not as an adornment, but as an integral part of life - not something exclusive to
the hours of leisure, but as a force, penetrating and enriching every aspect of human
affairs - not as a preserve of the rich and the sophisticated, but as a source of delight for
all" (Pari Debates H of Reps 1972:702). This philosophy was based on the argument that
the arts generally, not only the high arts, have inherent value. M c M a h o n also
acknowledged the importance of flexibility as applied to the organisational structure for
the arts, and the need to continuously monitor the arts so that necessary gaps could be
identified and filled and n e w initiatives stimulated.

However, the mechanism set up to implement this philosophy, namely ACFTA, rather
than attending to the explicit philosophy as put forward by the Prime Minister in 1970,
continued to further the implicit philosophy of the past by providing support according to
a narrow, essentially elitist interpretation of culture and the arts in Australia. Council
membership, and in particular the leadership of A C F T A , no doubt contributed to a
continuation of more of the same, especially given that the Chairman of A C F T A had also
been the Chairman of A E T T and that there had been criticisms from some in the arts
community, and from within A C F T A , about C o o m b s ' alleged overriding influence,
dominance and dictatorial control of A E T T . These criticisms were duly reported in

Parliament in 1968 at which time concern was also expressed about the membership of
advisory arts committees set up to advise A C F T A . This concern was directed at Dr
Coombs' appointment of people to these committees w h o "agree[d] with him and w h o
[had] been associated closely with him in the past. ...The breath of fresh air which w e
had hoped m a y have swept away the cobwebs of previous committees [had] not got
through ... it [seemed] to be largely the same set up under a n e w name" (Pari Debates H
of Reps Oct 1968:1786 - 1788). C o o m b s saw to it therefore that arts policy was to be
determined by an integrated elite w h o shared c o m m o n attitudes and values about support
for the arts.

In summary, while the establishment of ACFTA was intended to change the
Government's pattern of early funding arrangements, which had been based on a narrow
interpretation of culture and cultural excellence, the philosophy and practices of the past
were in fact continued. Despite the Federal Government's supposed advocation of a
broadening in its interpretation of what was to be eligible for arts support, a select few
performing art forms continued to be the major recipients of grants. The rationale was a
belief by A C F T A "that to subsidise excellent performances and works of art would
benefit everyone in the society" (Rowse 1985:37). In other words the provision of funds
to these performances and works would widen the arts audience and further develop a
feeling of community identity and national pride.

By the beginning of the 1970s the relationship between the cultural elite and the n
population was changing. This change could be interpreted as the non-elite no longer
being convinced that elite efforts were based on a necessary and socially beneficial
rationale, or that the elite's power over arts support structures was intended to serve all
members of society in a balanced manner. Rather it would appear that there was
recognition that the power this elite commanded enabled the elite to use its position for
special privileges and private aims (what Stone (1987:243) referred to as a disorder
attached to unchecked elite power), and that they did not adequately represent the plurality

of art forms produced or consumed in Australia at thattime.The narrow interpretation of
culture and its associated rationale for arts assistance was therefore challenged by artists
not directly associated with the high arts, as well as by the general public as arts
consumers. A broader definition of what constituted culture and art w a s called for, one
that included a wide range of activities not just the traditional high arts.

The 1970s generally were a time of significant change in Australia economically,
politically and socially, and included within these changes w a s an increased community
awareness of the value of the arts, so that in 1972 the arts featured in the party platform of
both major political parties in Australia.

Background to the Establishment of the Australia Council

The policy speech delivered by the then leader of the opposition, Mr Whitlam, set out
four broad objectives for the arts. They were "to encourage excellence in the arts, to
foster a wider spread of interest and participation, to develop a national identity through
artistic expression and to project Australia's image in other countries by means of the
arts" ( A C F T A First Annual Report 1973:9). The speech also proposed the establishment
of a statutory Council devolving wide responsibilities on Boards for various art forms.
O n e of the first acts of the newly appointed Whitlam Government was the formation in
1973 of an arts body to become k n o w n as the Australia Council. T h e rationale for
assistance for the arts according to Whitlam, was to democratise culture and widen access
to Australia's best artistic endeavours (Whitlam 1985:588). The interpretation of what
constituted the best w a s broadened beyond the earlier interpretation of the high arts to
include a diversity of art forms, as artists involved in activities not affiliated with the so
called high art forms, such as musical theatre, also demanded recognition and support.

By 1972, the Commonwealth Government was providing $7.8 million for the arts, $5.7
million of which w a s specifically targetted for support of the performing arts, $1.7

million for art, literature, film and composition, and the balance of which was assigned
for administrative costs associated with A C F T A .

By this time there were six separate agencies attached to the Department of the Prime
Minister administering arts grants of various types, namely, A C F T A , the Commonwealth
Art Advisory Board, the Commonwealth Literary Fund, the Commonwealth Assistance
to Australian Composers ( C A A C ) , the Interim Council for a National Film and Television
Training School and an Interim Council for a National Gallery (Inquiry into
Commonwealth Assistance to the Arts Pt A 1984:4). There were problems associated
with this unco-ordinated effort brought about principally because the different bodies had
functional and policy anomalies that led to less than efficient servicing of developing arts
needs, as well as the fact that all were dependent on Ministerial approval for expenditure.
This tended to slow d o w n procedures considerably and overall led to a unwieldy pattern
of administration and support

The Whitlam Government brought new policies for the arts in Australia. One of its
earliest initiatives was the formation of a single organisation to rationalise arts
administration and increase the overall level of support. The functions of the former six
separate arts agencies were subsumed in this single n e w authority which was intended to
enhance connections between art forms and provide for more comprehensive arts policies
at the national level. Accordingly the functions of the n e w Council included seven art
form Boards, namely Aboriginal Arts, Craft, Film and Television, Literature, Music,
Theatre and Visual Arts. Whitlam chose an arts council along the lines of the British
model because it "seemed to offer the prospect of a broad policy for the national
development of the arts within a streamlined administration providing independence from
political pressures and safeguards against centralised and authoritarian tendencies"
(Whitlam 1985:558).

This decision to provide Government assistance through an independent statutory
authority rather than a ministry, (which followed the approach adopted in Great Britain,
Canada and the United States), w a s of great significance. According to Battersby
(1980:21), "it reflected the view that the arts are singularly vulnerable to political
pressures and control and that there should be no government or bureaucratic intervention
in their direction, expression or forms".

The broad objectives for the arts, as stated in the policy speech delivered by Whitl
November 1972, guided the n e w Council in its transitionary period. Whitlam also
provided some broad views about what the structure and responsibility of the Council and
its constituent Boards should be, and requested the new Council to prepare a detailed plan
outlining the operations of the Council based on the proposals of the 1972 policy speech.

Consolidation of Commonwealth Support for the Arts and the
Establishment of the Australia Council: 1973-1975

The Transitionary Period from ACFTA to Australia Council

In January 1973, the Prime Minister invited 24 people to form the new Council.
Membership consisted of prominent artists and persons closely involved in the arts, the
chairmen of the seven Boards, persons with legal, administrative and financial skills with
a k n o w n interest in the arts, and senior Government officials whose work interlocked
with that of the Council. Approximately one third of people appointed had been members
of bodies that advised the previous Government "to allow for an element of continuity
from the past" ( A C F T A Annual Report 1973:9). Their charter included continued support
for existing recipients and the preparation of a budget for the increased assistance the new
Government had undertakentoprovide.

In M a y 1973, a draft report prepared by the n e w Council was tabled in Parliament by the
Prime Minister which recommended the structure and functions of a continuing federal

arts authority (Inquiry into Commonwealth Assistance to the Arts Pt A 1984:6). The tw
concepts of an independent statutory authority and peer group decision making were
widely endorsed by the arts community following a public debate on the draft report
recommendations about the proposed structure and functions of the new Council. So
while ACFTA had operated under direct ministerial control between 1968 and 1973, the

new Council adopted the concept of an arms length relationship between itself and the

Government In this way the Minister was to give policy guidelines to the Council, but
not specific directions about particular grants. The Council could then serve as an

essential buffer between the Government and the arts in the administration of grants
provide a useful forum for input by the arts community into Government policy making

on the arts. The arms length relationship accordingly implied a deliberate separatio
functions and decision making between Government, the funding agency and the

recipient of funds in an effort to minimise abuses of power associated with a distinc
group exercising a significant degree of autonomous power.

(a) Functions of die Council
The functions of the Council were to be as follows:
(a) to be responsible to the Minister for the development and
implementation of broad policies for the arts at the
Commonwealth level designed:
-to develop and improve the knowledge, understanding and
practice of the arts;
-to increase their accessibility to the public throughout
Australia;
-to promote awareness abroad of Australia's artistic
achievements and to assist in making known in Australia the
arts of other countries;
-to promote effective co-ordination between Commonwealth
and State departments and agencies concerned with various
aspects of the arts;
-to encourage support for them from other governmental,
commercial and private sources;
(b) to be responsible for the administration and direction of
financial support for the arts, to account to Parliament
annually for the funds allocated for this purpose and to

present to Parliament an Annual Report setting out its
policies and achievements ( A C F T A Interim Report to the
P.M, 1973:2).

The Council was authorised to carry out these functions with assistance from its art
Boards, committees and administrative divisions. The Boards were to be responsible to
the Council for the development and implementation of policy within their field. They
were also to have authority over their budget allocation and be awarded the right to
establish their o w n specialist committees. These working committees, or specialist
advisory panels which were related to various areas of the Council's responsibilities,
were to be set up from time to time to provide consultation services.

(b) Membership of the Council
The membership of the Council, 24 in total, was to be appointed by the Governor
General and include the chairmen of the constituent Boards, artists and people working in
the arts, as well as secretaries of Government departments and agencies associated with
the Council's work. It was recommended that membership be for a period of three years,
with a six year consecutive service limit imposed. It was further proposed that members
of the Boards be appointed by the Minister, and each Board have a m a x i m u m of 11
members, except for the Aboriginal Arts Board whose m a x i m u m would be 15, and that
members be part-time and serve for a period of one to four years. The principle guiding
the recommended service period was that no individuals or groups would have the
opportunity to determine and implement arts policies for more than a few years, so
reducing the possibility of specific interests or schools of thought becoming too
entrenched in Board decisions. In other words, as a means of reducing the possibilities of
elite distemper occurring in the form of oligarchy, factionalism and rigidity.

(c) Council Operations
The Council was to meet monthly and receive reports from the Boards on activities and
aspects related to budgetary progress. It was also to review its o w n budgetary and
administrative situation and assess the amount of progress being m a d e towards the

achievement of its objectives of excellence, access and participation, and the
establishment of a national cultural identity both within Australia and abroad.

The Council was to be given such financial provisions as would enable it to fulfil it
functions. The single annual appropriation from the Commonwealth Government was to
cover its support for arts activities and related administrative costs. The Council was to be
responsible, after conferring with its Boards, for what thetotalestimates submitted to the
Minister would be and the final division of its annual allocation. It w a s also to be
accountable to the Minister w h o in turn reported to Parliament annually.

(d) Community Concerns About the Council
Whilst the arts community generally endorsed the Council's Draft Report (May 1973),
which outlined its proposed operation, s o m e general concerns were raised about
membership and administrative arrangements. In particular these concerns included
whether there was adequate representation by artists in the n e w organisation, and whether
the Boards would become subordinate to the Council. Art producers requested assurance
that Board members would be elected by the artist communities rather than by Ministerial
appointment, and also that administrative arrangements would not become unwieldy
( A C F T A Annual Report 1973:10).

Misgivings by "quite a large sector of the community" about the Australia Council an
particular the haste with which its structures were set up, were also acknowledged in
Parliament (Pari Debates H of Reps 1974:773; Senate 1975:646, 652-653). Amongst the
central 'fears' held throughout the community was that the arts would become centralised
and the Government would create a large bureaucracy. A s a result, there was wide
endorsement for the non-party political approach of establishing the Council as a statutory
authority responsible to Parliament There was also a call for the n e w Council to stipulate
and enforce definite terms of appointment which could not be renewed several times over
and so inhibit the infusion of n e w ideas, which according to Whitlam (Pari Debates H of

Reps 1974:487), was an altogether too c o m m o n situation prior to 1973. For example, the
Advisory Board Chairman of the Commonwealth Literary Fund in 1967 had served a
total of 18 years, whilst the Commonwealth Art Advisory Board Chairman had been
associated with the Board for 20 years. The Australia Council Boards were therefore to
be as representative as possible, and their membership would rotate in order to avoid the
formation of cliques, entrenched interests and the possibility of policy rigidity.

Further debate among the arts community, Government and Council on these issues
resulted in modifications being made to the draft with the final report approved by Cabinet
in November 1973. Despite the given opportunity for debate, some members of the arts
community still considered that the Australia Council had been set up too hastily. They
continued to criticise some of the appointments made to the Boards, as well as the lack of
an organised widespread inquiry into arts needs in Australia and the absence of a program
of direct consultation with artists (as commented on in the A C F T A Annual Report
1973:9-16). The Council responded to these criticisms by stating that there was a need for
continuity in the provision of subsidy and support for artists, and inevitable delays in
support would have occurred if appointments and operating structures had not been
immediately set up. Consequently on-going support for activities and arts organisations
that were already receiving assistance was maintained ( A C F T A Annual Report 1973:9).

(e) Administration of the Council
There were no established guidelines for the newly set up Council organisation. The
composition and structure of the Council was therefore designed to compensate for this
and allow Government support to c o m m e n c e as soon as possible (Battersby 1980:25).
Administrative difficulties were enhanced by the inheritance of former programs, as well
as the fact that no administration existed for the n e w and expanded activities for which
funds were n o w available. In music, for example, small residual staffs were in place from
previous agencies while the Crafts and Literature Boards had no staff at all. A s a result,
the Council resorted to some makeshift arrangements while long term plans were being

slowly evolved. Battersby in The Australian, 5 September, 1974 commented that
"suddenly [there was] a large amount of money and hardly any staff at all [so] w e had to
scout around and get any sort of reasonable help w e could raise to get things moving".

While the Council accepted responsibility for policy development in matters common
all Boards, as well as budgetary planning and control, the Boards had power of decision
within their budgetary appropriation over the development of policies particulartotheir art
form. O n e third of the membership in each of the Boards, which varied in total between
11 and 15 people, was m a d e up of the existing agencies they replaced. B y the end of
1973 a staff framework (each Board employed its o w n full-time specialist administrative
staff), and a pattern of administration had been devised, but while middle and junior
appointments had been made, senior positions had not, and by the end of the year not one
Board director had been definitely appointed ( A C F T A Annual Report 1973:13).

Budgetary arrangements were also far from simple. Even though the budget of $ 14m in
1973 represented an increase of approximately 100 per cent over funds provided in the
previous year, budgetary arrangements in the initial year of operation were nevertheless
restricted by former commitments for A C F T A , C A A C , the Commonwealth Literary Fund
and the Interim Council for the National Film and Television School ( A C F T A Annual
Report 1973:12). More than 4000 requests were made for assistance but only 1599 were
approved wholly or in part. D u e to the administrative difficulties faced by the young
Council, applications took a long time to be considered and grant payments were often
delayed. Information and other services also remained inadequate in the initial year of
operation.

(f) Elitism and the Council
There were also allegations of elitism m a d e by sections of the arts community about the
Council's funding allocations. For example there were those w h o charged " that too much
m o n e y [had] been given to major performing arts groups w h o , since they rely on box

office receipts, prefer to stay in the main centres of population" ( A C F T A Annual Report
1973:15). T h e Council went on to acknowledge that the arts were to some extent elitist
and had historically been enjoyed by a minority population, but that the Council's goals
of widening participation in and access to the arts, which while being far from simple to
fulfil, were goals it would strive to achieve to its utmost along with the continued
promotion of excellence ( A C F T A Annual Report 1973:16).

While the initial year of operation was essentially one of consolidation, a number of
policy guidelines stemming from internal review procedures called for priority to be given
to community participation in the arts, attracting complementary private sector support for
the arts, and limited direct intervention by the Council in arts projects ( A C F T A Annual
Report 1974:16). T h e issue of achieving a proper balance between the goals of
promoting excellence and widening the public's participation of and experience in the arts
w a s one that the Council faced from the outset. S o m e concerns were raised in Senate
(1975:653-654), mainly about the direction of Council's support, which up to that time
had been considered essentially elitist in its orientation and had, it was alleged, operated
principally to assist existing art forms. There was a call for the Council to attend to the
objectives of access and participation more completely, and widen community interest and
appreciation in the arts and culture of Australia, as well as assist in the development of
n e w audiences and art forms.

The Council also finally acknowledged that its support structure up to that time had
appeared to favour certain art forms and associated organisations and that this w a s an
outcome of historic circumstance rather than deliberate planning. It also conceded that its
arrangements for Government arts support had not been based on a comprehensive
preliminary inquiry about needs of the arts industry (Australia Council Annual Report
1975/76:12).

The Australia Council Act 1975.

The Australia Council Bill which w a s first introduced into Parliament in the autumn

session of 1974, was passed the following year and the Australia Council was establish
as a statutory authority in March 1975.

(a) Objectives of the Australia Council
The functions (objectives) of the Council as set out in the Australia Council Act of

1975:2, were largely strategic and reflected the rationale of Government support for t
arts as outlined by Whitlam in 1972. They were:

(a) to formulate and carry out policies designed(i)topromote excellence in the arts;
(ii) to provide, and encourage the provision of, opportunities
for persons to practise the arts;
(iii) to promote the appreciation, understanding and
enjoyment of the arts;
(iv) to promote the general application of the arts in the
community;
(v) to foster the expression of a national identity by means of
the arts;
(vi) to uphold and promote therightof persons to freedom in
the practice of the arts;
(vii) to promote the knowledge and appreciation of Australian
arts by persons in other countries;
(viii) to promote incentives for, and recognition of,
achievement in the practice of the arts; and
(ix) to encourage the support of the arts by the States, local
governing bodies and other persons and organisations.
(b) to furnish advice to the G o v e r n m e n t of the
Commonwealth, either of its o w n motion or upon request
m a d e to it by the Minister, on matters connected with the
promotion of the arts or otherwise relating to the performance
of its functions; and
(c) to do anything incidental or conducive to the performance
of any of the foregoing functions.
(In the Australia Council Act 1975, the arts include creative and interpretative expr
through theatre, literature, music, visual arts, film and crafts).

According to Throsby and Withers (1979: 205-206), this statement of goals corresponds

to the merit, distribution, externality and education justifications for assistance f

arts. For example, the objective of promoting standards of excellence can be seen as a
meritorious justification for assistance, while widening access, understanding and
application of the arts encompasses both educational and external consumption benefits,
and distributional justification relates to increasing the public's involvement in the arts.
The remaining goals as stated in the Act, correspond to what Throsby and Withers refer
to as the concept of collective benefits. These justifications incorporate the five arguments
of merit goods, education, ancillary benefits, costs of production and long term cultural
investment

(b) Government Interpretation of the Council's Objectives
Government arts policy is usually defined in the broadest terms, and statements of aims
are necessarily general in order to allow the Council some flexibility to interpret them in
the same w a y that courts interpret laws. However, the looseness of definition, whilst
offering a degree of freedom, also contains unresolved ambiguities which can cause
misunderstandings and confusions.

The Council's charter was generally quite broad and open to varying interpretations, a
issue discussed at some length by R o w s e (1985:50-51) in an attempt to explain some of
the funding decisions that were subsequently m a d e by the Council and its Boards. For
example, one of the goals was to provide and encourage the provision of opportunities
for persons to practise the arts, but it was not m a d e explicit whether this meant that
Council funding priorities were to go to professional artists or amateur artists. Another
example related to the goal of promoting the appreciation, understanding and enjoyment
of the arts, without specifying which of the arts were to be promoted. There was also
ambiguity attached to the goal, to promote the general application of the arts in the
community. N o interpretation of what w a s meant and encompassed by the term
community was provided nor was it m a d e explicit which of the arts were to be promoted.

The Australia Council Bill received general approval from both the Labor and Liberal

parties and in the ensuing Parliamentary debate, both parties sought to interpret wha

meant by the concepts of excellence, access and participation. The interpretation awa

excellence was "to encourage all who wish to participate in the arts, to pursue it to

highest standard to which they are capable, that is, to develop the maximum potential
all who engage in the arts for the maximum benefit of the community. This pursuit of
excellence would encourage innovation leading to a variety of styles and practices".

promotion of excellence was not to mean the "promotion of an elite within the artisti

community, but to ensure that all who wish to, can have the opportunity to attain the
highest standard" (Pari Debates H of Reps 1975:590). It was also considered "highly

desirable" that artists and consumers be given the opportunity to broaden and develop
their appreciation of the arts by widening access to various artistic activities.

According to the Labor Party (Pari Debates H of Reps 1975:595), one of the main

obstacles to participation in the arts was lack of understanding about the arts by th
general public. The Labor Party considered it important not only to bring cultural

performances to communities around the country, but to encourage active participation

the arts, and therefore advocated bringing experience in the arts to the people throu

schools and the work situation. They further considered it to be the responsibility o

Council to ensure that not only the talented, but also those who wanted to "expand th
knowledge of the arts" be given the opportunity to do so. The Labor Government also

pointed out that it was part of the Australia Council's role to ensure that the consu
were able to appreciate art in an environment and at a cost which was "to the best

advantage of the majority of people" (so acknowledging the high costs associated with
some art forms). Both parties acknowledged that part of the on-going problem the

Australia Council faced was how to achieve both excellence and community participatio

and development in the arts in a balanced and equitable manner (Pari Debates H of Rep
1975:595).

(c) The Role of the Australia Council
The Council w a s to be the mechanism by which Government policy in the arts was
implemented, and in turn it would recommend broad policy to the Government. The
Council's statutory basis conferred on it the dual role of policy adviser and funder of
programs that pursued and proved the worth of its policies. Although the awarding of
grants is the role the Council is most associated with, its charter also very importantly
includes the roles of advocacy, advice and dissemination. In this w a y its charter is more
flexible than those of other Federal Government agencies in the arts, such as the
Australian Broadcasting Corporation ( A B C ) , as it includes a responsibility to change and
to lead.

The governing body of the Australia Council was to be the Council, which allocated
funds to its Boards and instructed them to pursue Council objectives and respond to
Council priorities through programs of direct support and through advocacy. Although
the Boards were to have a delegated responsibility to approve grants, the Council would
review the activities of the Boards through regular reports as well as through its
budgetary process. The majority of the Australia Council's budget was to be deployed on
creative and community development, its brief did not include the funding of capital
works (a State responsibility). (An organisation chart which sets out the Council's
decision making structure from 1975/76 to 1990/91 is provided in Appendix 1). This
division of power between the Government, Council and its Board accentuates the
interdependence that exists between what Putnam (1976:11) referred to as proximate
decision makers, that is those individuals directly involved in policy making.

(d) Membership of the Australia Council
The Australia Council Act of 1975 required that all membership appointments to the
Council and Boards were to be for terms of not less than one and not more than three
years. The number of members of the Council was to be not fewer than 18 and not more
than 24 members to be drawn from a broad range of artistic, community and related

Government interests. Membership of the Boards was to be broadly based and consist of
not fewer than seven and not more than 10 members, other than the Aboriginal Arts
Board to which not fewer than nine and not more than 14 members were to be appointed.
The Australia Council Act also required that the majority of Board members be practising
artists to be appointed by the Minister on a part-time basis. This requirement was essential
to the principle of peer assessment, a principle under which decisions on policy, priorities
and grants were to be m a d e by the professional peers of the applicants. Each Board was
also to be supported by a staff consisting of a director, program officers and
administrative personnel.

The Minister has by virtue of Section 22 of the Australia Council Act a very importan
power in that s/he has the opportunity to make appointments that reflect certain points of
view about the arts and art support. It is quite likely that these views will be congruent
with those held by the Minister and the Government of the day. This power could result
in a membership representative of factional interests rather than of the arts community as a
whole. T h e issue of membership and in particular the appointment of Board chairmen
was subject to m u c h debate in Parliament The Liberal Government strongly advocated
that Board chairmen be elected from and by Board members, not the Minister, claiming
that if democratically elected they would be "more responsive to the desires and decisions
of their constituents". The Labor Government in principle agreed and claimed that the
Council and its Boards should be m a d e up of a substantial number of practitioners,
although in reality this might not be feasible as "actors wanted to act, not sit around a
board room table".

(e) Australia Council Relations with Government
T h e Australia Council Act conferred on the Council a substantial amount of
independence, based on the principle of an arms length relationship. The arms length
principle was to ensure that funding and related decisions were m a d e independently of the
Government as well as arts bodies. In this w a y it was anticipated that the Council would

be able to support experimental and perhaps controversial projects which could be seen as
political liabilities if supported directly by Government The arms length policy could also
work in the Government's favour if and whenever it wanted to distance itself from the
decision making process. For example, in the case of arts groups and individuals seeking
Ministerial intervention to reverse a particular decision of the Council or one of its
Boards, the Minister could use the principle of arms length to dismiss the dissatisfactions.
(The Minister is of course ultimately answerable to the public and so must accept
responsibility for the public institutions which function within his/her administration).

In the case of the arts in Australia, the Government in tandem with the Australia Coun
represent proximate decision makers. T h e Australia Council is responsible for
administering programs of assistance, serving as an advocate in a defined area of culture,
and making grant decisions between applicants, while the Government is responsible for
policy direction, and therefore controls the Council's priorities through approval of
funding to each of the Council's programs of support. Further the power of Ministerial
directiontothe Council "is intended to assist in ensuring that the Council is in no doubt as
to the Government's intentions and expectations with regard to the policies which are to
guide its operations" (Pari Debates H of Reps 1990:3370). So despite the Council's
independence, it is still publicly accountable for both its policies and funding practices,
and subject to overall Government policy through its budget appropriation, which
includes the approval of n e w policy proposals. It is also accountable to Parliament
through the Minister, through the auditing of its finances by the Auditor General and the
tabling of its annual report in Parliament Furthermore the Minister also has the power (by
Section 36 of the Act) to approve forward estimates of expenditure for each financial
year. This power has to date not been used, rather the mechanism the Minister has utilised
is a written communication to the Council after the budget has been presented to
Parliament to say what the Council has been awarded for the year and where the emphasis
for funding should be. In this w a y the Government issues broad policy guidelines for
spending which do not extend to directions on particular grants.

In conclusion, the terms of the Australia Council Act 1975, allude to fostering the
development of an artistic life in Australia that encompasses the democratic values of
public responsibility, political inclusiveness and policy adaptability. W h a t remains to be
determined is the extent to which the Council has achieved these values, and it is with this
in mind that the next section traces Australia Council operations from 1976 to 1991.

The Australia Council: 1976-1991, a Period of Transformation

The McKinsey, Commonwealth Government, and Industries Assistance Commission
Reports of 1976

The year 1976 saw the release of three reports that had implications for the future
direction of arts support in Australia. The first of these reports was commissioned by the
Australia Council in 1975 when the management consultant firm of McKinsey and C o
conducted an inquiry into the Council's operation. The McKinsey review was to make a
specific examination of the Council's operations and administration and to advise on
dispersing the power of decision, particularly about small grants administration, to other
arts bodies. The Report included a schedule of steps it proposed the Council should take
in order to achieve a number of major recommendations related to the consolidation and
streamlining of its operation. These proposals were essentially to c o m m e n c e as soon as
possible. They specifically called for the devolution of small grants administration, a
reduction in the size and frequency of Council and Board meetings, a restructuring of the
Council organisation to provide better direction and the establishment of a more cost
effective operation (McKinsey 1976:1-9; 1-10).

In June 1976 the Prime Minister Malcolm Fraser, made a Ministerial statement on the
in the House of Representatives in which he foreshadowed important changes in the
Council's structure and operations as well as its functions (to become the Australia

Council A m e n d m e n t Bill 1976). The changes were designed to correct deficiencies
identified by the Council as a result of the McKinsey review and to m o v e toward the
implementation of some of the recommendations m a d e by the Commonwealth
Government's Administrative Review Committee which also reported in 1976.

This second review recommended that changes be made to the Council " to make
administrative and financial arrangements more efficient, [and] to reduce administrative
costs so that more funds [would] be available for the arts themselves..." (Pari Debates H
of Reps 1976:2928). Accordingly the Council "would n o w become the Government's
advisory agency on all matters falling within the area of its responsibilities..." (Australia
Council Annual Report 1975/76:14). Changes designed to m a k e the organisation more
streamlined and manageable included reducing Council membership from the range of 18
to 24 to 15 to 19; reducing Board membership from seven to 10 to five to seven; creating
two n e w positions - a Deputy Chairman of the Council and a General Manager appointed
by the Governor General for a period of up to seven years to conduct the affairs of the
Council; and developing consultation with State, Territory and local government
authorities about a program of devolution of grant giving. The terms of appointment of
Council and Board members was also extended from three to four years with a possibility
of renewal for a further term of two years. The reductions in staff levels were made in
line with reduced real levels of funds after 1975/76, but the specific organisational
reforms called for in the McKinsey Report to make the Council a more cost effective
operation were overall not adopted to any significant extent by the Council. (McKinsey
also recommended the amalgamation of the Music and Theatre Boards and the Visual Arts
and Craft Boards, but this recommendation was rejected by the Council on the basis that
these Boards first needed to establish themselves more firmly).

The third report came from the Industries Assistance Commission (IAC ), which had
been requested in 1974 by Prime Minister Whitlam to conduct an inquiry into the question
of support for the performing arts (the largest consumer of direct arts assistance), and in

particular whether assistance should be provided at all, and if so, the nature and extent of

such assistance. The IAC report called for a program of assistance to be implemented

would provide access to a diversity of cultural experiences. It also recommended that
change be made to current support patterns which had principally favoured a few art
forms and companies. The Commission which used a public benefits argument for
support advised that a re-direction of support should occur that would improve the
public's knowledge, appreciation and participation in a wide range of art forms (IAC
1976:2-7).

Generally however the IAC did not view it as appropriate for any central agency to d
on behalf of the community what art it should experience. It proposed the return of
decision making about arts assistance to the community, and recommended that market
forces should dictate preferences for subsidy. The IAC also proposed that indirect

government assistance be made available via education in the arts and for arts innov

(IAC 1976:27). Reaction from (principally) the major performing arts organisations as
well as the Australia Council and some trade unionists to the IAC Report
recommendations was hostile, and it was consequently rejected by the Fraser
Government.

Continuing Criticisms and Concerns, 1976-1980

Criticisms from artists and the arts community about the Council's alleged extravaga

and excessive administrative costs continued, and were often the subject of consider

debate in Parliament. Allegations (as set out in Pari Debates Senate 1976:1631-1633),
included the use and misuse of funds by some administrators to the extent that other

programs (and in particular the ability to travel to country areas) had to be curtail

because of the amount spent on "lengthy lunch hour working parties, opening nights wi

extensive guest lists, patronage to important people and to some politicians". The hi

level of administrative costs in the distribution of the Council's $22 million grant

Government in 1975/76 was claimed to amount to over $3 million, or 15 per cent of the
total allocation, a practice which Senate claimed could not be allowed to continue.

Other concerns revolved around "larger companies continuing to get an ever increasing
share of a limited arts cake, but at the expense of smaller, grass roots companies and
organisations" (Pari Debates H of Reps 1976:1693). This again raised the issue of the
inevitable tension that the Council faced between the pursuit of excellence and
participation and allegations of perpetuating elitism in the arts (Pari Debates Senate
1976:1637). Insufficient available funds and a commitment to the Australian Opera meant
that other art forms had "to be sacrificed and those most vulnerable to cutbacks [were] the
less publicised arts that [were] not institutionalised as sacred cows" (Pari Debates H of
Reps 1976:1686). C o m m e n t was m a d e about the Liberal Government's elitist, narrow
view of the arts which failedtosee that:
the arts [were] important to all Australians, not only those
w h o [could] afford to m a k e donations to arts companies or
invest in arts projects (such as films); and specifically the
inadequate allocation of funds to the Australia Council m a d e
by the Fraser Government which [had] meant that the
Council [had] been unable to keep up with inflation and carry
out its statutory obligations as well as it should have (Pari
Debates Senate 1976:675).
According to the Labor Opposition Government, the Liberal Government's so called
'commitment' to the arts could be further measured by the fact that it had delegated
ministerial responsibility for the arts to a junior minister w h o was not even a m e m b e r of
the Cabinet.

Responsibility for the arts at the Federal level from 1973 to 1977 remained with the
Minister's department. It was transferred in 1977 to the newly established Ministry for
H o m e Affairs.The Government's cultural policy at that time was to continue to promote
diversity of cultural activity and identify and encourage excellence (Parliamentary Paper
N o 362/1979). The Department's role was to advise the Minister on the administration of

the legislation its authorities such as the Australia Council operated. The Secretary of the
Department was also a m e m b e r of the Australia Council.

While Government spending in the arts had increased dramatically in the early 1970s,
the late 1970s there was a substantial decline in the Council's real income, at a time when
the Council w a s expanding its role. For example the Public Lending Rights Scheme was
transferred to the Council at this time and a n e w Board, the Community Arts Board, was
established in 1978. The single line appropriation method as applied to the Australian
Opera, the A E T T orchestras and the Australian Ballet was also seen as disadvantaging the
Council. According to the Council, lump sums were paid to these organisations not
according to the needs of the arts as a whole, or before clear evidence had been made
available on the financial position and needs of these organisations (Australia Council
Annual Report 1978/79:4). The Council's program reviews also suggested that while
overall arts funding had declined in real terms (between 1975/76 and 1981/82 total
Australia Council funds had declined by over 20 per cent in real terms), an increasing
proportion of funds had been allocated to major arts organisations. The figures cited by
the Council in its annual report (1980/1981:11) showed that in 1973, 74 such
organisations had absorbed 43 per cent of the Council's total budget, while in 1979/80
the same number accounted for 59 per cent of total budget.

In closing, the Inquiries conducted into Council operations in 1976 and the criticis
from arts producers and consumers from 1976 to 1980 about Council's administrative
costs and patterns of distribution to different art forms and activities, would appear to
indicate that arts support was factionalised. In fact the called for changes to Council's
organisation and its distribution of support seemed to suggest that elements of
factionalism and policyrigidityhad already set in. In response to these issues some
amendments were m a d e to the Australia Council Act 1975, and parliamentary debate
ensued about a proposed re-definition of the role of the Council.

Australia Council Act Amendment, 1980 and a Proposed Re-definition of the Council's
Role

The amendments to the Australia Council Act which were designed to ensure that the
Council became more streamlined, and "to strengthen the capacity of the Council to
operate in terms of the developed policy and the administration of policy in the arts in
Australia", were formalised in 1980 (Pari Debates H of Reps 1980:3130). The continuing
debate in Parliament about ensuring that the majority of Council appointments be
practising artists (Pari Debates H of Reps 1980:632), led to an amendment to the
membership provisions so that under Section 9 (2) (e) of the Act, in future all persons
appointed would be persons w h o practised the arts, or were otherwise associated with the
arts. Other changes included a reduction in Council membership, that the chairmen of the
Council's Boards were no longer to be ex officio members of the Council, and that the
Chairman of the Council be appointed on either a full or part-time basis.

Parliamentary debate also continued about the Council's level of achievement of its
objectives. According to the Labor Party, the Australia Council was not achieving its
objectives under the present structure because of inadequate appropriation and
administrative structures which had been set up during the Fraser Government's
administration. (Even so, it would appear that the Council had failed to capitalise on
distributing its funds more widely and effectively when increased allocations for the arts
had been m a d e available by the Whitlam Government). The situation to date had seen
significant amounts of money being distributed, principally to prestigious organisations,
and then "several years d o w n the track it is discovered that a series of precedents have
been set, a pattern of funding has been determined and tends to be unchanged simply
because of these precedents". The effects of Fraser Government funding cutbacks to the
Australia Council were commented on (Pari Debates Senate 1980:464), as being a major
contributing factor to "locking the Council into maintaining support for major established
companies and activities at the expense of innovation, and alternative more broadly based

community activities that [were] more accessible to a larger number of Australians". It
was proposed that the Council was consequently forced into an establishment position,
that is, of only funding those companies and activities that were successful, and the result
had been stagnation. The fact that the Australian Opera, the A E T T orchestras and the
Australian Ballet received direct line funding from the Government, only reinforced the
Government's priority and approval rating of these art forms, and resulted in remarks
such as "why should the opera people be able to c o m e to Canberra and do their o w n deal
... [they] should be considered by the Australia Council against all the other demands of
the various art forms" (Pari Debates Senate 1980:468). The Labor Party recommended
the abolition of single line grants to the national companies and proposed the Australia
Council m a k e all the funding decisions for all art forms and companies.

The ALP proposed a re-definition of the role and function of the Council to give emp
to research and education in the arts, an assessment of the cultural needs of local
community projects, the encouragement of freedom of expression in the arts,
experimentation and the development of n e w ideas and talents "to ensure that imported
performing arts activities do not close off development and employment opportunities for
Australian performers" (Pari Debates Senate 1980:463). It also identified a need to
encourage arts activities in special interest areas, such as those involving youth,
Aborigines, ethnic groups and disadvantaged people, that is a gradual sharing of
resources with what could be interpreted as non-elite groups w h o had assumed increased
social significance. W h a t it considered most lacking, however, was an adequately funded
coherent national arts policy. T h e Labor Party claimed (Pari Debates H of Reps
1980:624,628), that if the Australia Council was to achieve its objectives and meet the
tasks of nurturing an indigenous Australian culture, creating a heritage for Australia,
fostering an appreciation of the arts, ensuring the assistance of innovation, the creation of
n e w companies and the flourishing of n e w talent (while at the same time maintaining the
highest possible standards in the national companies), then such a policy statement was
necessary.

The Australia Council 'Statement of Purpose', 1980

A major policy document providing the framework on which policies for the various art
forms would be developed was completed in 1980. Further to this Statement of Purpose,
the Council established a policy and planning unit to provide continual monitoring of its
policies and to develop long-term planning strategies. The Council's policy Statement of
Purpose outlined the specific objectives it intended to pursue based on its major goals.
For example, in pursuit of its objective of excellence, the aims of the Council were to
include enabling talented artists to pursue creative activity through the provision of
assistance by w a y of a number of services and resources, both h u m a n and material. In
pursuit of improved participation in the arts, the aims of the Council were to extend
opportunities for access to, and participation in, the plurality of artistic activity in
Australia through schools and other institutions, and the provision of h u m a n and material
resources. In order to foster a national identity, the aims of the Council were to support
and promote activities that represented expressions of Australia's past as well as
contemporary life, as well as to promote Aboriginal art and the diverse perspectives
present in Australia. T h e Council also aimed to work closely with government
departments at all levels as well as other relevant authorities, and encourage joint funding
arrangements. It further aimed to act as an advisory service to arts bodies and in this way
attempted to ensure that the 'best' use was being m a d e of existing arts resources. The
Statement of Purpose, could therefore be interpreted as attempting to broaden non-elites
share in available support for the arts, and encourage proximate and influential decision
makers to work more closely together for the arts community as a whole.

In 1981 the first full-time Chairman of the Council, Dr Timothy Pascoe, was appointed.
This was an initial step in the process of enabling the Council to adopt a more pro-active
role in arts development (Australia Council Annual Report 1981/82:13). Following the
n e w Chairman's appointment, changes to the management structure of the organisation

along with changes to the allocation of staff resources and the role of Board directors
occurred. Council's activities were n o w to be grouped under five areas, namely arts coordination, client services (disbanded in July 1982), policy and planning, secretariat, and
finance and administration. The role of Board directors was focussed more on the overall
development of their particular art form than concern with individual applications. The
new structure became operational in August 1982.

The Return of a Labor Government

As part of the Labor Party's platform on the arts, the financial year 1982/83 witnes
the first time since 1976, the return to the Australia Council of funding responsibility for
the Australian Opera, the Australian Ballet and the A E T T orchestras from direct line
Government funding. The n e w Government also declared its commitment to restore
funding to 1975/76 levels in real terms, over its three year term, and to strengthen the
Council's role as the Commonwealth Government's principal arts funding and advisory
body. There were again discussions in Parliament about the need for the Australia
Council to become aware of its treatment of the stimulation of an appreciation and
awareness of the various art forms throughout Australia, which seemed to continue to
assume a secondary role to the assurance of financial support for particular forms of
artistic activity to be found in the national arts companies (Pari Debates Senate
1983:2464). Questions were also raised in Senate about Council membership and the
arms length policy. The Minister for H o m e Affairs and Environment (Mr Cohen), and his
advisers came under particular scrutiny in relation to both issues. First the Minister in his
making of appointments and re-appointments (in 1984) to the Australia Council was
requested to consider making the membership more widely representative and dispersed,
both geographically and by occupation and qualifications. Second, the Minister was
found to be attempting to pressure the Australia Council to support the ALP's preferred
areas of funding (in particular the ALP's policy on community arts), instead of allowing
the Council to operate according to its process of peer assessment and statutory

independence from political influence in grant decisions. A s a result, the Community Arts
Board was voted a larger increase than intended, which caused resentment among some
Council members w h o saw this as Government influence over the Australia Council (Pari
Debates Senate 1983:2361; 1984:1298), and which could be interpreted as an example of
the Government exhibiting oligarchic tendencies.

The change of Government also led to some changes being made to the Department of
H o m e Affairs (which had added the Environment to its title and jurisdiction in 1980), and
its Culture and Heritage Division (responsible for the arts) by incorporating within the
Division a Policy Co-ordination Branch. The Branch was designed to develop greater
collaboration and co-ordination of effort in cultural activities at both the Federal and the
Federal/State level. At the Federal level the Minister established the Conference of
Commonwealth Cultural Authorities to discuss the implementation of federally funded
arts commitments. The Conference was attended by the Minister, senior officers of the
Department as well as chief executives of all Commonwealth cultural authorities. Items
dealt with by the Conference included budget policy and processes, and the development
of co-operative consultative mechanisms between relevant cultural authorities (for
example, the A B C , Special Broadcasting Service (SBS) and the Australian Film and
Television School).

At the Federal/State level the Policy Co-ordination Branch was responsible for the
Conference of Commonwealth,

State and Territory Ministers with Responsibility for the

Arts and Cultural Affairs. O n e of the principal items for discussion on the agenda of the
1984 meeting of this Conference was the level and direction of Government support for
the arts and a recognition that C o m m o n w e a l t h funding was being increasingly
supplemented (and eventually equalled) by the States and Territories. (By 1982/83, the
States and Territories provided approximately 50 per cent of total funds, compared to the
end of the 1960s w h e n the States provided little systematic assistance). The sources of
total cultural funding in 1982/83 were the Australia Council which provided seven per

cent, other C o m m o n w e a l t h authorities 13 per cent, local government 30 per cent, and
States and Territories 50 per cent (Inquiry into Commonwealth Assistance to the Arts P T
A 1984:1-3). These figures tend to indicate that the deployment of government outlay for
the arts and cultural activities in Australia is quite diversified, yet as the discussion thus
far has demonstrated, that distribution of this support seems to give preference to elite
interests. This pattern of support is enhanced by the apparent existence of a consensually
integrated arts elite structure in Australia.

Another item for discussion by the Conference was the need for wider access to and
participation in the full variety of art forms in Australia and agreement that co-operation
between the three tiers of government w a s essential in achieving these objectives
(Parliamentary Paper 106/1985).

In December 1984, the Department of Home Affairs and Environment was reconstituted
as the Department of Arts, Heritage and Environment, a combination that provided "the
opportunity for the provision of integrated advice to the Government" on cultural affairs
including support for the arts (Parliamentary Paper 442/1985). The Arts Branch within
the n e w Department contained three sections namely, the Arts Programs and Studies
Section (which monitored and provided advice on the administration of the Australia
Council Act 1975), the Arts Co-ordination Section (which provided the Secretariat for the
Cultural Ministers Council), and the Public Lending Rights Scheme Section (a scheme
which compensated Australian authors for use of their works by libraries). The major
goals of the Arts Section remained broadly the same as those presented in 1977 namely,
"to encourage excellence in a diverse range of arts practices and experience and foster
wide access to and participation in arts activities".

The Cultural Ministers Council was also established in 1984 replacing the Conference o
Commonwealth,

State and Territory Ministers with Responsibility for Cultural Affairs

and the Arts. Whilst these Conference meetings had been held on an irregular basis since

1979, the Ministers had voiced their support for a m o r e formal structure which
culminated in the setting up of the Cultural Ministers Council.

The Cultural Ministers Council, 1985

The inaugural meeting of the Cultural Ministers Council (CMC) was held in November
1985 with representatives in attendance from each of the States as well as the Northern
Territory, the Federal Ministry for Arts, Heritage and Environment and from N e w
Zealand. The function of the C M C was to provide a forum for the discussion of issues
that impacted on cultural activities in Australia, and to ensure that a co-ordination of
efforts occurred between the Federal level and the States/Territories ( C M C C o m m u n i q u e
1985:1). A n Agreement on Spheres of Interest was drawn up in 1985 by the Ministers
which outlined the respective responsibilities of the C o m m o n w e a l t h , States and
Territories, and local government in the arts. According to the Agreement the
Commonwealth's primary responsibilities were the Australian Ballet, Australian Opera,
and A E T T Orchestras; the general administrative costs of national associations and
societies; national arts events; national arts buildings important for tourism and national
image; the international program; the individual artists program; research and national
information dissemination; and pilot projects of national significance. The State/Territory
responsibilities were capital and operating expenditure on State arts buildings; general
administrative costs of State arts associations; regional galleries, theatres, community arts
centres; regional festivals; and intra-state touring costs. Local government responsibilities
were access to local government controlled open and indoor space for arts activities;
community arts officers; and operating costs for galleries, theatres, and community arts
centres. A number of joint funding responsibilities were also identified. Those applicable
to the Commonwealth/State levels were national touring costs; major arts organisations;
artists in residence programs; education and arts programs; festivals (national); training
of artists and administrators; and Aboriginal arts activities. T h e joint funding

responsibility applicable to the Commonwealth/State/local governments w a s that of
community arts programs.

The Australia Council was to have responsibility, either directly or indirectly, for
items nominated by the Agreement on Spheres of Interest as Commonwealth, joint
Commonwealth/State and Commonwealth/State/local. (These responsibilities were in
addition to the items of advocacy, advice, policy development and innovatory art for
which the Council was also responsible). Examples of direct responsibility included the
pilot projects of national significance and national touring, whilst an example of indirect
responsibility was the national arts buildings in which the Council has had a general
interest, but has not been directly involved.

One of the major arts funding issues of 1985 was the decision by the CMC (in light of
recommendations m a d e by consultants Coopers and Lybrand) to give a special once only
cash injection of $1.7 million, through the Australia Council, to the Australian Opera to
ensure the Opera's continued operation as a full-time national company. The money was
conditional on the Opera adopting certain cost reduction measures and an agreement being
reached between the C o m m o n w e a l t h , the States and the Opera about future
Commonwealth subsidies (Parliamentary Paper 364/1986).

A 'Statement on Arts Policy', 1985

In October 1985, the Minister Barry Cohen made a major Statement on Arts Policy in the
Parliament in which he described the achievements of the Government to date in cultural
activities and clarified the arms length relationship of the Government to the Australia
Council. His statement also included recognition for the on-going role of the Government
"in the development of artistic life in this country", to ensure that the "whole spectrum of
the arts receive[d] support", and especially an assurance that artists received "adequate
monetary rewards for the fruits of their labours and that they continue[d] to exist and

flourish" (Pari Debates H

of Reps

1985: 2375-2382). Further there was

acknowledgement that the Council had "overreached itself in the range of clients and the
activities it [had] sought to support", even though Labor in Opposition had demanded a
broadening of policy as part of the objective of improving access. A s a result, the
Minister recognised the need for the Government to articulate a n e w policy for the
Australia Council and to set for it clear directions and attainable objectives. O n e
proposition put forward w a s that the Council fund as its primary responsibility,
companies and individuals of excellence, and that the role of the Council be confined to
research, development and the promotion of the arts nationally and internationally.
Priority was to be given to "ensuring that support [was] given to encourage m a x i m u m
self help a m o n g the arts communities as well as access to audiences, [and that the]
community should join with the Government in a partnership to support the arts", and
further that artists must seek audience approval and support (Pari Debates H of Reps
1985:2384). The Minister also requested the Australia Council to "review its role,
structure and processes having regard to the development in arts funding arrangements
throughout Australia since the Council was established", and to report to the Minister in
1986 (Parliamentary Paper 364/1986).

This Standing Committee on Expenditure, Inquiry into Commonwealth Assistance to the
Arts had actually commenced its inquiry into Commonwealth assistance to the arts in
February 1983. It had not proceeded at that time, however, because of the dissolution of
Parliament W h e n it resumed it did so under revised terms of reference which required
specific attention to be given to "the procedures for the allocation and distribution of
Commonwealth funds for the arts, the impact of existing expenditure and other means of
support such as taxation incentives, current issues and concerns in the art industry and the
Commonwealth's role in arts funding" (Parliamentary Paper 364/1986).

Inquiry into Commonwealth

Assistance to the Arts, 1984/85

The Standing Committee on Expenditure submitted its report to the House of
Representatives in two parts in October 1984 and M a y 1985. T h e rationale for
government assistance to the arts according to the Inquiry was derived from two notions.
First there were benefits for the community in having a strong artistic life. In order for
this "life to develop", Australians should have the opportunity to either actively or
passively experience the range and quality of what the arts could offer. Second, this
opportunity was unlikely to occur for the majority of the Australian population without
specific government stimulus. Its rationale was therefore twofold in nature and based on
the inherent value of the arts to the community, and cultural development based on
investment. It called for the Government to provide the necessary resources that would
ensure continued artistic development and public participation in the arts (Inquiry into
Commonwealth Assistance to the Arts Pt A 1984:9).

(a) Measurement of Commonwealth Objectives for the Arts
The Inquiry also outlined s o m e indicators of success it had devised in an attempt to
measure the impact and achievement of Commonwealth objectives for the arts and for
which the Australia Council could "reasonably claim credit for a very significant part of
the demonstrated results [through its] pre-eminent position as promoter of the arts"
(Inquiry into Commonwealth Assistance to the Arts Pt A 1984:69). In relation to the first
of these, the goal of excellence for example, the reported achievements were measured in
two ways, namely increased numbers and enrolments intertiaryarts education offerings
(something to which the Council did not directly contribute), and increased recognition of
Australian artists work. These indicators did not reveal anything about the type of art
form represented in these achievements. For example, the majority oftertiaryeducation
arts offerings in Australia, in music, have continued to principally focus on traditional
European musical culture. Offerings in jazz, folk, and ethnic music have been a relatively
recent addition to Australian university music programs (late 1970s 1980s), and are still

not offered by all universities. O n e of the issues not addressed by the Inquiry (in order
for this indicator to have assumed significance as a measurement of achievement of
excellence), w a s to ascertain if the excellent w h o were enroling in these university
courses were enroled proportionately in both serious and popular music art forms.

For the Council's second goal, the provision and encouragement of opportunities to
practise the arts, the indicators used were an increase in the number of subsidised
performing arts companies in existence and in the number of annual performances
presented by these companies, as well as an increase in the number of Australian musical
literary titles published and records produced. Again the indicators were too general to
gauge real effect, for they failed to specify what form of music these performing arts
companies, music titles and recordings represented. Increased opportunities might in fact
have only been increased for a select few and restricted to certain music art forms, or
might have only represented an expansion of poor quality popular material.

The third objective, which related to the promotion, appreciation, understanding and
enjoyment of the arts, was measured in terms of increased attendances at performances,
an increase in arts telecast viewing, and a growth in public library borrowings of
recordings and music. Indicators used to measure achievements in the promotion and
general application of the arts in the community, included the establishment of performing
arts centres in cities around Australia, an increase in music performances and
presentations in public places, and the number of cultural festivals held throughout
Australia. W h a t was not determined by the Inquiry was the accessibility of these facilities
and services to thetotalAustralian population, that is equity of geographical distribution.
A n additional concern is that of uneven quality in arts offerings in smaller regional centres
brought about by the smaller populations residing in these centres which serves to reduce
the pool of artistic talent and expertise available from which they can draw.

In relation to the objective of fostering expression of a national identity, the Inquiry
measured achievements by the increased amount of local and Australian material being
presented in the community. W h a t w a s not ascertained w a s the level of audience
attendance and receptivity to this material. This issue will be discussed in more detail in
subsequent chapters, but achievement of this goal m a y be contingent on developing
strategies whereby the general public acquires an understanding and appreciation of local
music forms, similar to what they have of imported and established performance
repertoire.

In terms of the Council's objective of upholding and promoting the right to freedom in
practice of the arts, the fact that the Australia Council had never had to defend and
promote this right indicated (according to the Council), that artistic freedom had been
defended and enjoyed in Australia.

Indicators used to measure the promotion, knowledge and appreciation of Australian art
in other countries included the number of international tours of Australian artists as well
as visiting international lecturers and residencies that had been conducted thus far.

Finally, achievement of the objective to promote incentives for and recognise achievem
in the practice of the arts w a s measured by the amount of direct support m a d e available
for established artists and the increased media coverage awarded to the arts (Inquiry into
Commonwealth Assistance to the Arts Pt A 1984:70-85).

(b) Factors that Constrained the Achievement of the Objectives
T h e Inquiry claimed that in order for the Council's achievements to be seen in
perspective, consideration needed to be given to s o m e of the factors that had constrained
the Council's overall effectiveness. These factors have generally shaped the path of
cultural development in Australia and include social as well as demographic
circumstances. Social influences include the public's perception of the arts as an elite

activity; a general suspicion by the Australian population of artistic pursuits, which in
s o m e cases has included viewing the work of artists as unsubstantial; a lack of artistic
confidence coupled with a belief that overseas art is of a superior quality to the local
Australian product; and an overall disregard for Aboriginal culture as well as the m a n y
cultures that m a k e up Australian society. These were "still sufficiently widespread to
m a k e the goals of arts funding agencies [including the Australia Council] a continuing
challenge" (Inquiry into C o m m o n w e a l t h Assistance to the Arts Pt A 1984:85). The
Inquiry claimed that besides these social influences, demographic factors had also
hampered the pursuit of achievement in the arts. In particular geographical distance,
isolation and scattered populations had m a d e it difficult for people to c o m e together to
share their ideas and interests. Australia's small population spread across vast distances
also m a d e access to and participation in the arts problematic. Because of this, Australian
artists have a fairly small local market for their work, making it very difficult for them to
earn a living from their art, and coupled with this has been the economic factor of the
costs associated with touring (Inquiry into Commonwealth Assistance to the Arts Pt A
1984:85-91).

As well as the social and demographic factors commented on by the Inquiry, Throsby
&Withers (1979:221) had pointed out s o m e years earlier that it w a s often difficult to
obtain direct indicators of success that measured h o w well support for the performing arts
actually achieved defined goals. In the case of excellence, for example, which is a merit
objective, dimensions of quality were involved and distribution of assistance could best
be determined by experts from the artistic community. Whilst there were more tangible
measures for distribution, as well as for education objectives that involved levels of
attendance, courses offered, the number of arts presentations and performances given,
these indicators often lacked specific details about the quality and type of art being
offered. T h e discussion above confirms to s o m e extent the problems, as pointed out by
Throsby and Withers, that are associated with using indicators to gauge various
components of success and ultimately to justify expenditure in the performing arts.

Patronage, Power and the Muse: Inquiry into Commonwealth

Assistance to the Arts ,

1986

The Inquiry into Commonwealth Assistance to the Arts, the McLeay Report, was tabled
in September 1986. The Report m a d e a number of recommendations including a
restructuring of the Australia Council to "provide for a more vital, co-ordinated and
flexible approach to the promotion of the arts and be a more cost effective arts support
delivery mechanism" (Department of Arts, Heritage and Environment, Annual Report
1986-87:13). The M c L e a y Report claimed that generally there had been an absence of an
agreed philosophical base in Australian society about what exactly constituted the so
called "civilising high arts" - the principal recipients of government subsidy, or on w h y
the Commonwealth Government should provide support for them at all. At best, some
important questions had been posed by the public, artists and politicians about the
Government's role such as: should it be to widen access to the traditional European high
arts, or to help develop a democratic culture where the m a n y communities within
Australian society are given the opportunity to express their identity, or to assist in the
development of an Australian identity and a strengthening of social cohesiveness ? These
questions encompass aspects of the inherent value and cultural development justifications
for Government support for the arts. The Inquiry acknowledged that m a n y different
views had been raised by the arts community, as well as politicians, about these questions
which suggested different directions for support, ranging from funding for a few
traditional art forms and the organisations representing these, to support for a diversity of
art forms and artists. The Report suggested, however, that the answers to these questions
had assumed greater recent significance as the issue of government subsidy to the arts in
Australia - in particular the issue of more or less support in times of fiscal austerity, had
become an increasing topic of debate amongst the public, and an issue of growing
concern for the arts community.

(a) The Rationale of Public Benefits
The M c L e a y Report argued that a wide range of cultural activities could benefit different
people at different times, as opposed to the belief that a limited range of so called high arts
was good in itself and that these arts should be assisted on the basis of merit (Pari
Debates H of Reps 1986:970). It proposed that the role of a democratic government in the
arts w a s to maximise public benefits and that the support it provided need not be equally
divided between art forms. Accordingly merit alone did not entitle artists to public
subsidy, rather public benefit should be the rationale for government support. It claimed
that those w h o were entitled to greater support were those w h o would provide
commensurate public benefits. In this w a y different levels of support might be required in
different art forms to ensure the optimum level of public benefit was achieved. M c L e a y
suggested that further consideration be given to h o w the benefits might be maximised
even w h e n there was no agreement on what they were, and this could not be done by
treating the arts as homogeneous. According to the Report, a policy which treated opera,
folk, ethnic and rock music "as competitors in a single race for arts support" was unlikely
to succeed (McLeay 1986:39).

(b) Heritage, New and Innovatory Art
The M c L e a y Report re-classified the arts from high and popular into three categories,
namely heritage, n e w and innovatory art for the purposes of marking boundaries for a
broad assistance policy. (This categorisation had first been used by Donald H o m e ,
Chairperson of the Australia Council from 1984 to 1990, in 1985 Artforce N o 50 A u g
1985:10-13). Heritage art was referred to in broad terms as the preservation of artistic
relics from the past both in high and popular culture. These were found in museums,
galleries, and libraries and included film archives, collections of music scores, cassettes,
tapes and the like. N e w art w a s interpreted as the mass of contemporary art that fell into
the mainstream of cultural activity, and innovatory art w a s the experimental and
sometimes unusual and 'shocking' methods of expression which could eventually form
part of the mainstream, but more than likely would disappear altogether. The distinction

between the three art types was recognised by the Report as "not being neat", as was the
fact that examples of activity could fit into more than one art type.

(c) Government Policy and Heritage, New and Innovatory Art
McLeay (1986:40) saw the fundamental distinction between the three categories as the
question of access and proposed that Government policy should be concerned with the

widest possible access to new art, something which it considered the Government had not
adequately achieved to date. It further recommended that the Government should be less
concerned with access to heritage and innovatory art, although it should be concerned
with helping maintain adequate levels of both because public benefit would arise from
these art fields even without widespread access. Accordingly the Report concluded:
Heritage art is of value...because it provides a storehouse of
themes and techniques from which n e w art can draw and
because it comprises at least a summary of human experience
on which the current generation can build. Innovatory art is
valuable...because it amounts to research and development
for m u c h of the cultural sphere (McLeay 1986:40).

In this way the Report recommended that the Commonwealth Government's rationale for

support be based on different types of support for different types of art. Some forms o

support were to stress access, others production or preservation, but at all times pub
support should guarantee a measure of public access.

The Report stressed that a second feature of government support, besides increased
access to new art, should be diversity. For example:
There is no community consensus on what art ought to be
supported and no agreement on the public benefits desired.
Different people, in fact, gain cultural benefits from different
arts and individuals m a y benefit from different arts at
different times (McLeay 1986:44).

In this w a y it was considered more productive for the Government to support as wide a
range as possible of n e w art. The Report therefore called for incremental change that
altered the direction of Government assistance away from simply providing wider access
to the high arts, to one that provided access to a diversity of cultural experiences. It
concluded that no one area of the arts should be guaranteed perpetual assistance because
the relevance of different art forms changed over time and these should be accompanied
by changes in the directions of support.

(d) McLeay's Recommendations for the Australia Council
The M c L e a y Report provided a comprehensive framework for decision making on the
arts for the future. The Committee whilst acknowledging that the Australia Council had
achieved m u c h in the arts in Australia, claimed that overall it had failed to adapt to the
changing arts environment and had in fact become a captive of its clients (McLeay
1986:5), w h o could be seen to predominantly represent an integrated cultural elite
associated with the high arts. Thirty recommendations were proposed which called for
some amendments to be m a d e to the Australia Council Act 1975, to provide that the
Council w a s clear about its goals. Specific mention was m a d e about the fact that the
Council's role was to act in conjunction with other arts support agencies involved in the
preservation of artistic heritage, the promotion of innovation in the arts and general access
to a diversity of art forms. Reference was also m a d e to the Council's function of the
promotion of excellence, a goal the Report claimed should be applied to all art forms with
which the Council was involved. There was some intimation that the Council had failed to
do this to date (McLeay 1986:9).

The concepts of arms length and a high degree of independence in grants administration
were endorsed, but the Report did not accept that the Australia Council should establish
policy independent of the Government. Rather it recommended that the Government
control policy and Council priorities through approval of the allocation of funding to each
of the Council's programs of support, while the Council would decide between applicants

for grants. In other words, the Government would decide relative public benefit between
different art forms because, as stated by M c L e a y (1987:44) "in the community itself there
[is] no consensus". The Committee therefore recommended that the Council submit to the
Minister each year estimates of expenditure for each Board and Council program, to
ensure Government control of arts support policy (McLeay 1986:75). Ministerial
approval of the estimates would be dependent on h o w well they matched government
priorities.

The issue of peer involvement in decision making was also assessed and in particular t
of achieving a balance of representation to ensure that a diversity of viewpoints and
interests representative of the broad public were adhered to. A recommendation to work
towards this w a s m a d e which called for the establishment of specialist art form
committees for the peer assessment of grant applications and the provision of advice and
examination of particular arts support issues (McLeay 1986:80-82).

A further recommendation was to decentralise some decision making and specifically to
delegate authority for small grant decisions to appropriate authorities closertothe field. It
was anticipated that this would give the community greater influence over arts
development. It w a s acknowledged, however, that there were certain arts activities that
the Council should always maintain direct involvement with such as research,
international programs, and support for national organisations (McLeay 1986:83-94).

The McLeay Report also discussed and made proposals for streamlining Council
operations and reducing the number of Boards. It also recommended that broad public
interest be more strongly represented on the Council and its Boards to balance artistic
view points and interests. Other proposals for action included: the introduction of a
system of triennial funding for the Australian Opera, the Australian Ballet and the A E T T ,
that grants to major organisations be grouped into one program (because it was
considered that they have more in c o m m o n with each other than with small arts

organisations), and the rationalisation of State and Commonwealth resources to the major
performing arts organisations (McLeay 1986:108-110; 146-150).

The Government by and large agreed with most of the recommendations of the McLeay

Report, and the Council commended its overall conclusion that the arts provided public
benefits (Pari Debates H of Reps 1987: 3518-3526). There was complete agreement on

the future directions of arts support in Australia and the fact that some changes need

be made to clarify the Australia Council's relationship to Government, whilst ensuring

that the arms length and peer review processes were maintained (Pari Debates H of Reps
1986:3515).

The McLeay Report's recommendations hold three significant implications for this study
First they acknowledge that the Australia Council could be seen to be suffering from

symptoms of elite distemper, most notably factionalism and policy rigidity as exemplif

by the fact that the Council appeared to be locked into a fixed set of arrangements th
gave preference to certain arts activities and interests rather than representing the
community as a whole. Second, the recommendations award recognition to the fact that
non-elite fragmentation was essentially working against the development and promotion

of access to a diversity of art forms and accordingly the Government intended to act o

behalf of non-elite interests to ensure they were more adequately met. Third, in an at

to lessen factionalism and to more successfully meet the needs of a rapidly growing an

diversified arts industry, a sharing of power over grant decisions that accentuated th
interdependent relationship between the elite and non-elite was recommended.

(e) The Central Issues of Patronage, Power and the Muse
McLeay (in Parsons 1987:35-43) in commenting about the central issue of the Report
claimed that it was all about power, as implied by the title. While there was almost

universal agreement about public arts funding producing public benefits, there was ver

little agreement on what the benefits were and the best way of obtaining them, the lat

being a source of constant dispute. O n e of the Report's main objectives, therefore, was to
spell out clearly what the balance of power would be between artists, art workers, the
broader community representatives, the Council and the Government It recommended
that the determination of policy be a Government responsibility, and that Government
was to be directly answerable to the public for the use of public funds. The Council on
the other hand would control grant-giving, policy advice and public advocacy for the arts.
The representativeness of the Council and its Boards was another issue of concern
addressed by the Report which also argued that peer review could be greatly
strengthened. It specifically recommended that in proposing appointments to the Council
and its Boards, a balance between artistic and non artistic interests be achieved.
Administrative skills and representation of the public interest were considered very
important and to be actively sought in the making of appointments.

Organisational Restructuring of the Australia Council

During 1986 the Council began a review of three of the McLeay Report's
recommendations, namely its legislative framework, decentralisation of decision making
and the committee structure (Australia Council Annual Report 1985/86:9). The Council
awarded particular emphasis to the issue of devolution and proposed strategies of h o w to
best achieve this, including regional representation in peer group assessment, joint
funding and increased access to Council's administrative arm by w a y of meetings and
publications.

October 1986 saw the release of another significant submission entitled An Australia
Council for the 1990s, which also offered advice on the Council's role, organisation and
operations. This document was the result of a m e d i u m term strategic planning exercise
begun by the Council in 1984 in response to a request by the Minister to review its
structure and funding arrangements after the firsttenyears of operation. Again there was
a call for a change of emphasis in priorities "...to give m a x i m u m attention to the fostering

of n e w art, while maintaining a national role in supporting active arts participation by the
community and support for heritage art" (Australia Council Annual Report 1986/87:12).
Support w a s also given to decentralisation of decision making, the provision of statutory
expression to principles concerning Ministerial direction in the context of the traditional
arms length relationship, and amendments to the Australia Council Act 1975 to ensure
that it better reflected the Council's evolving objectives (Australia Council Annual Report
1986/87:12).

Toward the end of 1986 the Australia Council commenced its organisational restructur
according to the M c L e a y Report recommendations. The most significant feature of the
restructuring was the reduction in the number of Boards from eight to five to produce a
more cohesive Council (refer to Appendix 1). The new five Board structure was made up
of a nine m e m b e r Aboriginal Arts Board (to become the Aboriginal Arts Committee in
1989/90), a five m e m b e r Design Board (to be replaced by a Council appointed Design
Committee, July 1988 and finally dissolved in October 1989 when design support was
re-directed to the Visual Arts/Craft Board), a five member Literary Arts Board (formerly
the Literature Board), a nine m e m b e r Performing Arts Board (an amalgamation of the
Theatre and Music Boards), and a nine m e m b e r Visual Arts/Craft Board (an
amalgamation of the Crafts and Visual Arts Board). A n e w Community Cultural
Development Unit comprising the Chairman of Council, all Board chairs and six
members appointed jointly by the Minister and Council, was also created to carry on the
initiatives set up by the Community Arts Board. All Board chairmen were also appointed
to the Council, and provision m a d e for the power of general Ministerial directions.
Finally a system of multi-year funding from two to three years was also introduced for as
m a n y clients as possible, and the m o v e to greater decentralisation of decision making,
especially with State and Territory arts authorities, was further explored.

In 1987 the Department of the Arts, Sport, the Environment, Tourism and Territories
( D A S E T T ) was created with the claim that "the arts, sport, environment and tourism

functions are linked by quality of life issues, as well as being of significant importance to
the economy" ( D A S E T T Annual Report 1987-88:2). A s well as reiterating the
Government's commitment to access, participation and excellence in the arts by providing
support through the Australia Council to achieve these objectives, mention was also made
of the importance of cultivating the creative processtoensure a vibrant Australian cultural
life, the increased value of the arts to the economy as an employer, and the arts as a
tourist draw card.

A major task of DASETT in 1987 continued to be the implementation of the
Government's response to the M c L e a y Report. The Governor General also outlined what
he perceived to be the role of the Government in its support for the arts. H e stated that the
Government would "continue to pursue a uniquely Australian national arts program aimed
at the development of excellence in the arts across a diverse range. It will continue to
foster the widest public access to and participation in the arts. T o this end amendments to
the Australia Council Act will be introduced" (Pari Debates H of Reps 1987:19). It was
intended also that the Australia Council be in no doubt as to the Government's intentions
and expectations with regard to the policies which were to guide its operation, and that the
Council be clear that its role was not only to serve artists, but also consumers of the arts.
The legislation that allowed the changes to be implemented w a s introduced into
Parliament in M a y 1988 as the Australia Council A m e n d m e n t Bill 1988 (to become the
Australia Council A m e n d m e n t Act 1991).

The Liberal-Coalition also outlined its policy on the role of the Government in the a
claiming that the Government had three obligations. First, to provide for the education of
artists; second,tosupport the arts financially and intellectually; and third to support "the
cutting edge of innovation to sustain ad interim, what only time would m a k e
commercially rewarding" (Pari Debates H of Reps 1987:555).

The Cultural Ministers Council, 1988-1990

In 1988/1989 as a result of an agreement m a d e by the Cultural Ministers Council of 1988,
and after acknowledging that performing artists had endured low wages for some time,
the Government provided an additional $1.6 million to the Australia Council to assist
performing arts companies to offset costs associated with the 1987/1988 industrial
awards. In July 1988 the Government also completed a review of funding for the
Australian Opera and provided the company with a $0.8 million grant (in addition to its
annual grant from the Australia Council), to assist with its deficit. This was in keeping
with the Government's commitment to sustain the Opera as a national and full-time
company.

In 1990 the sixth annual meeting of the Cultural Ministers Council was held in New
Zealand, at which the Ministers endorsed the development of a cultural policy framework
for Australia. Their broad objectives and philosophy for cultural development included
building on past achievements and maximising the opportunities for the community to
enjoy and participate in the arts. This was to involve a more efficient use and distribution
of resources as well as to incorporate the arts, as part of a continuing education process,
"in all institutions of everyday life". The Ministers also agreed to work toward a clearer
understanding of the funding responsibilities of the three levels of government for cultural
development in Australia. Specific strategies aimed at advancing the Framework
Cultural Development

for

included: the establishment of a National Touring Program, the

establishment of a Heritage Collections Working Group to formulate a policy for the care
and maintenance of Australia's heritage collections, a continuation in the development of a
national cultural data base, co-ordination between government initiatives in related fields,
for example, tourism and cultural activity, reforms to the Australian tax system to
encourage greater private investment in cultural activities, and increased usage of n e w
communication technologies to increase the arts audience ( C M C C o m m u n i q u e 1990).

T h e Spheres of Interest Agreement

of 1985 w a s refined at the 1990 Council meeting.

Back in 1986 the M c L e a y Report (1986:113-117) had alleged that the Commonwealth
arts programs had operated in a largely unco-ordinated manner, which m a d e it difficult to
assess the pattern of assistance for consistency, equity or effectiveness. It had further
claimed that any arrangements for co-ordination of efforts were, until the mid 1980s,
considered to be largely ad hoc in nature. T h e 1990 C M C meeting attempted to redress
this issue. Although D A S E T T was considered to have an important role to play in the
overall co-ordination of arts programs in Australia, as well as in the co-ordination of
cultural policy between Commonwealth and State agencies, of all the formal institutions
available (the Australia Council, D A S E T T , and the C M C ) , the one perceived to be the
most capable of improving co-ordination efforts was the Cultural Ministers' Council. The
reviewed areas of responsibility agreed upon for the Commonwealth at the 1990 Council
meeting were therefore aimed at improving overall co-ordination of arts activities in
Australia. They included: the development of international cultural relations, support for
national institutions and organisations (National Library, Australian National Gallery,
Australian Opera), regulatory reforms (copyright, taxation), and co-ordination of
national, state and local level initiatives that were to enhance access to and participation in
cultural activities. For the States and Territories this responsibility included: support for
State/Territory institutions and organisations (museums, film authorities), touring and
festivals, and the co-ordination of industry services and programs and government
agencies in, for example, tourism and education. Local government responsibilities
included support for local organisations, centres and projects. It w a s anticipated that the
proposed changes would reduce unnecessary duplication of funding efforts between the
three tiers of government as each assumed responsibility for specific activities and
companies.

' Towards a National Agenda for the Arts', 1990

In February 1990, a national arts lobby group known as Arts Action Australia, presented
to the Government a document entitled Towards A National Agenda For The Arts. The

group was made up of people from the business, legal, sports, trade union, academic and
arts community sectors. They had as their aim:
to gain for the arts a higher priority in public policy; a wider
understanding, particularly amongst decision makers, of the
significance of the arts -cultural, social and economic- to the
Australian people; support from a wide cross section of
organisations, including businesses and the trade unions
(Arts Action Australia 1990: 25).
The Report supported the view that the arts constituted a significant element in the
and social, as well as economic and technological make up of Australia. Many of the

areas that were identified as requiring attention fell within the functions of the Au
Council. In particular were the areas of access, including touring, the development of

wide range of ideas as well as the development of new types of art, and the promotion o
Australia's cultural achievements nationally and internationally. The principal goal
producing Towards A National Agenda For The Arts, was "to give the arts once again the

centre stage of the national debate, [and to remind] ...the public of the critical imp

of the arts to any nation". Public funding for the arts was viewed as essential and an
that involved more than just economic questions. Public arts support was seen as

contributing to a widening of Australians' access to the arts, the provision of struct

support the cultural activities of the nation, and the creation of a wide range of ide

kinds of art (Arts Action Australia 1990:2-4). In other words, justifications for supp
based on the inherent value of the arts and long-term cultural investment.

(a) Arts Priority Areas for Support
The agenda document went on to outline those areas that it considered had emerged as
priority areas and which required continued, and in some instances, enhanced

government support. Those specific to music art forms included broadcasting, music
companies, rock, jazz, folk and multi-cultural popular music. For example, in relation to
broadcasting, the agenda maintained it was essential that an Australian emphasis be
maintained in both television and radio, and that this provision include support for
Australian composition (Arts Action Australia 1990:6). According to the Report
performing arts companies in Australia were critically under capitalised and in need of
additional funds in order that artists had the opportunity to initiate programs away from
the constraints of box office demands, for only in this w a y would they be able to develop
and present n e w work. Rock, jazz, folk and multi-cultural popular music were also seen
as being in need of greater public investment Amongst areas requiring specific attention
was the development of self management and promotional skills of practitioners, and the
development of additional performance venues and touring circuits for artists.

The Report also expressed three additional concerns. First, the lack of security of
employment available to the majority of artists in Australia. (It cited the survey by
Throsby and Mills published in 1989, which revealed that two thirds of all Australian
artists earn less than $10,000 a year from their primary creative work). Second, the need
to develop a more creative Australian community, and third, a need to consider the "arts
in the wider picture".

(b) Recommendations to Meet Identified Needs
The Report proposed a number of recommendations intended to meet these concerns. In
relation to the lack of work for individual artists, it recommended "the principle should be
adopted of working towards a m i n i m u m w a g e for those artists w h o have seriously
followed an arts profession for a number of years", and that an action plan to develop this
objective should be established as soon as possible. Further suggestions for improving
the economic situation "facing m a n y performing artists in Australia" included, having
established institutions offer "mutually useful employment to individual artists"; having
business and community groups m a k e available unused warehouse or office space as

rehearsal space; and establishing training programs in areas for which artists have to
presently go overseas, the latter included the establishment of a 'Conductor in Training'
scheme with all A B C orchestras and State opera companies. The Report also recognised
the need for artists to be trained in "survival skills" such as running a small business,
promotion and marketing, and industrial and copyright regulations. Artists of nonEnglish speaking backgrounds were singled out as requiring training specific to helping
them work in their art form within the Australian arts context. A final proposal m a d e by
the Report in relation to individual creative artists, was the development of markets for the
goods and services provided by Australian artists. In the performing arts area this would
initially involve conducting research about potential audiences, and then developing
"marketing strategies aimed at developing work for which there are k n o w n markets and
also at attracting attention to work potential audiences do not k n o w about" (Arts Action
Australia 1990:11 -14).

Within the section on developing a more creative Australian community, the Report
recognised the need for greater support for touring because of Australia's demographic
spread. It proposed the establishment of a touring fund of up to $10 million and the
development of a touring agency to co-ordinate the exercise. Y o u n g people, and the
education of young people in the arts, were specifically targetted in this section. The
Report stated:
If young people can grow up with the belief that art is a
natural part of their lives the whole community benefits,
because the nation's artistic production has been
strengthened, and because a whole population has grown up
better equipped to develop their potential (Arts Action
Australia 1990:18).

The Report went on to pose the question, "would it be too much to look forward to an
Australia, for example, in which every child had the opportunity to leam h o w to play a
musical instrument ?", and called for an increase in funds from the education budget of
approximately $30 million to help improvements in arts education become a reality.
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The final section of the Report offered recommendations about h o w the arts might be
viewed in the "wider picture". It proposed the development of an organised international
promotion of Australian cultural achievements, which would include the establishment of
Australian cultural centres in overseas locations such as Asia, Europe and North America;
as well as an analysis of the benefits of cultural tourism for Australians and visitors.

It would appear that the Arts Action Australia group essentially recognised that if the
fragmented non-elite arts groups were going to survive, let alone develop their art forms,
then support structures were going to have to be established whereby they could "survive
and develop" in a manner similar to the (integrated) elite w h o had akeady established the
structural network to ensure their continuation. The recommendations put forward by the
"National Agenda' have implications for the Australia Council's stated objectives. M o r e
specifically those that relate to music art forms could affect the future direction of the
Council's Performing Arts Board's functions and priorities.

The Structure and Role of the Australia Council, June 1991

The Australia Council is presently made up of two divisions namely a decision making
division and an administrative division. T h e decision making division includes the
Council, the Literature Board, the Performing Arts Board, the Visual Arts/Craft Board
and two Committees, one dealing with Aboriginal Arts and the other with Community
Cultural Development (refer to Appendix 1). The three Boards and two Committees
operate the Council's major arts support programs. The administrative division is headed
by the General Manager of the Council and is m a d e up of a number of Units that support
the Board's administrative requirements including the Strategic Development, Corporate
Services, Literature, Performing Arts, Visual Arts/Craft, Aboriginal and Community
Cultural Development Units. The Strategic Development and Corporate Services Units
co-ordinate Council's overall operations such as the implementation of policy, research,
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funding, promotion, information and advocacy (Australia Council Annual Report
1988/89:12).

As at the 30 June 1991, there were 13 members of Council, including the Chair and the
General Manager of the Council. All members, except for the position of General
Manager, occupy part-time statutory appointments. The members of Council and its
Boards are appointed by the Federal Minister for the Arts, the latter on the
recommendation of Council, whilst the Committees are appointed by the Council on the
recommendation of the Boards. The Council delegates to its Boards the authority to spend
their respective budget and also delegates to the Committees the authority to make grant
allocations to artists in accordance with the policy of their Board. The role of the Boards
is to give expert policy advice in the art form for which they are responsible, and the role
of the Committees is to allocate grants. For example, the purpose of the Performing Arts
Board is to advise about and implement policies and programs in dance, drama, music,
circus, m i m e , opera, puppetry and music theatre and to assist professional performing
artists develop a distinctive national culture accessible to all Australians. The Performing
Arts Board also has a number of advisory Committees responsible for the allocation of its
funds, namely in dance, music composition, music performance, music recording and
drama. The membership of the Committees comes from the arts industry and is
principally m a d e up of practising artists, for example, the Performing Arts Composition
Committee is m a d e up of six composers from around Australia w h o (supposedly)
represent an array of music composition styles. This principle of peer assessment (by
w a y of the Committee structure) which is one of the key concepts of the Council's
operations (along with the arms length principle) is aimed at ensuring that funding and
related decisions are m a d e by professional peers of the applicants. (More will be said
about this in the following chapter).

The Australia Council's purpose is to foster the cultural life of the nation. It also
promote the development of all art forms in Australia, broaden access to the arts,
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encourage excellence, and cultivate n e w and uniquely Australian art (Australia Council

Annual Report 1988/89:10). As part of its aim to broaden access, the Council operates
two specific programs that all Boards contribute to, namely Arts in a Multi-cultural
Australia and Arts in the Work Place. Further to this the Council is committed to

supporting new and innovative art and to encouraging sponsorship of the arts by all l

of government as well as the business sector and the community. Its role also extends

monitoring issues affecting the arts industry such as copyright law reform. In 1990/9
Council received $58.1 million from the Commonwealth of which almost $50.3 million

was used for direct support of arts activities whilst the balance went to art support
services and administration (Australia Council Annual Report 1989/90:12).

The present structure and role of the Australia Council and its relationship to

Government, therefore, could be seen as an attempt to share power over arts policy an
grant decisions among the Government, the Council, its Boards and Committees, and

accommodate both elite and non-elite interests (through the principle of peer assessm
and the programs of Arts in a Multi-cultural Australia and Arts in the Work Place).

Summary and Commentary on Commonwealth Support for the Arts

The rationale for Government support for the arts in Australia has encompassed aspect

of the arts as merit goods, their educational value, ancillary benefits that accompan

inherent costs of production, and aspects of cultural investment. In the initial phas
support through AETT (1950s), ACFTA (1960s) and into the early 1970s, the major
justification for support was the merit argument and the art forms that received the
majority of available subsidy were the high arts. They were interpreted as being the

the so called excellent by a select, but influential elite group of arts producers an

consumers within the population, who in turn presumed these activities would ultimate

benefit everyone. The best principally constituted the large performing arts companie
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representative of the traditional European art forms of opera and classical orchestral
music.

When the Australia Council was established it inherited not only the former programs of
A C F T A , but also its firmly entrenched rationale for support and an interpretation of
excellence that equated quality with particular art forms. The n e w Council adopted, at the
level of rhetoric at least a more broadly based interpretation of culture that encompassed a
diversity of art forms and activities, that is non-elite interests. This comprehensive policy
was in response to increased interest in the arts by a population that was generally better
educated and informed about cultural issues (inter alia) in the 1970s than in the 1950s,
and whose range of preferences and choices in the arts was broader than that which had
been offered by a self appointed cultural elite. A s a result the relationship between this
elite and the ordinary Australian started to change and political parties responded to the
growing interdependent relationship between them by adopting a more broadly based
definition of which art forms were worthy of support. The notion of excellence was n o w
to be applied to all art forms, and to be viewed as a process by which artists could strive
towards n e w levels of achievement The Council also declared that all people should have
the right to enjoy, appreciate, understand and participate in the diversity of art forms
available in Australia. Implicit within its charter of 1975 w a s the development of an
artistic life in Australia that could be interpreted as accommodating the democratic values
of public responsibility, political inclusiveness and policy adaptability.

Since the establishment of the Australia Council in 1975, a number of reviews and
inquiries into Council operations have been conducted which have m a d e two c o m m o n
major recommendations that seem to suggest that the values of public responsibility,
political inclusiveness and policy adaptability have not been adequately met by the
Council. T h e first of these recommendations has related to the Council's administrative
arrangements and has essentially called for a consolidation and streamlining of the
Council. Subsequent amendments to the Australia Council Act in 1980, ensured a
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reduction in Council membership size. Changes to the Council's management structure
also occurred in 1981, with the appointment of a full-time Chairman. In 1986/87 the
number of Boards were reduced from eight to five. There was also a move to decentralise
and delegate decision making authority for small grants to local based authorities.

The second major recommendation has related to Council funding priorities which were

found to discriminate in favour of a few elite organisations and art forms. It would app
that the Government recognised that elite integration and non-elite fragmentation were
essentially responsible for this situation, and given that additional Government funds

would not be made available, that it would have to act on behalf of the fragmented group

to ensure they received a more balanced share of the limited resources. Implicit also wa
the aim of lessening the alleged factionalism and policy rigidity evident in Council
operations. At the same time, however, the Government's attempts to achieve artistic

diversity (refer particularly to the McLeay Report) resulted in an element of indiffere
toward support for the high arts. Again there were a number of resultant proposals for

action which included a call for improved access to and participation in all art forms i

Australia, and a particular change of emphasis in priority to new art. There was also th
recommendation that a more balanced representation of viewpoints and interests on
Committees for peer assessment of grant applications occurred.

Some of the organisational recommendations have, as reported above in relation to
consolidation and streamlining, been implemented by the Council. Several of the other

recommendations, especially those which entail a shift in emphasis in subsidy allocation

involve the more difficult issue of changing long held and firmly set values and attitu

about culture and practices in the arts in Australia. In the case of a change in priori
include, for example, new and more diverse music art forms, the rate of change has been
considerable, but the right amount of balance between excellence (quality) and
participation (equity) has apparently not yet been achieved.
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In closing there are three interrelated issues that have influenced the development of the
Australia Council and h o w it has functioned thus far. First, the influence of the political
process itself and the involvement in this process of influential arts organisations (such as
the Australian Opera) for the wider benefit for the arts, but particularly for their o w n
benefit Second is the excellence versus equity issue and, contained within this, the need
to distinguish between political claims for support for certain art forms and the actual
excellence of the art form. T h e meaning of the concept of excellence has diversified in
recent years to apply to work within any art form, rather than to the selection of one set of
art forms so that popular art forms are n o w also recognised as having the capacity for
excellence. T h e third issue refers to the benefits which arise from the arts - s o m e
economic and s o m e cultural. W h a t binds these three issues together is the political
process and the arguments that the Government and the Australia Council have used to
justify decisions m a d e in terms of support for the arts. These arguments m a y be
interpreted as a form of complex rationalisation for judgements m a d e that could be seen to
have been politically rather than artistically motivated.

The following chapter identifies the extent to which the deomocratic values of public
responsibility, political inclusiveness and policy adaptability have been achieved in the
development of music art form policy in Australia. The body responsible for music policy
is the Australia Council's Performing Arts Board which has as its purpose the
development and implementation of policies and programs to help professional
performing artists develop a distinctive national culture that is accessible to all
Australians.
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Chapter Four

The Establishment of the Australia Council's
Music/Performing Arts Board
The previous chapter identified the Australia Council's objectives and examined ways
which the Council has attempted to carry these out. It also examined the relative emphasis
the Council has awarded the various objectives since 1975 to 1991. This chapter
specifically aims to examine h o w effectively the Council has fulfilled its objectives in
relation to the art form of music. The body which operates the Council's music policy and
programs is the Performing Arts Board (formerly the Music Board from 1975 to 1987).
This chapter examines the music policies that have been regulated and formalised by the
Council's Music/Performing Arts Board. It also investigates the emphasis the Board has
given its objectives and the choices m a d e in the distribution of its funds for music.

The development of the Music/Performing Arts Board follows broadly similar lines to t
development of the Australia Council, and is, therefore, treated in basically the same
structural terms. Government support for music in Australia began prior to the
establishment of the Australia Council, with the Australian Broadcasting Commission
( A B C ) (1932), the Australian Elizabethan Theatre Trust ( A E T T ) (1954), and the
Commonwealth Assistance to Australian Composers ( C A A C ) (1967). The period from
1973 to 1975 witnessed a consolidation of support for the performing arts with the
establishment of the Australia Council and the Music Board. T h e Music Board has
evolved considerably since 1975 and in 1987 it was transformed into the Performing Arts
Board. This chapter outlines these three periods of development in the life of the Australia
Council's Music/Performing Arts Board.
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An Overview of the Chapter

A number of key issues emerge in the establishment and evolution of the Board. These
issues revolve around three principal factors, namely that the Council and the
Music/Performing Arts Board have given preference to an interpretation of excellence
(essentially put in place by a self appointed cultural elite prior to the establishment of the
Australia Council) that designated certain music forms as inherently superior to others;
second, that the criteria the Board has used to determine the distribution of its funds
between competing uses resulted in a particular pattern of assistance for the performing
arts in Australia. This pattern is characterised by professional performing arts companies
(and some individuals, principally composers), situated for the most part in metropolitan
centres (not surprisingly mainly Sydney and Melbourne, which between them have over
40 per cent of the total population), and w h o work in the traditional music forms, being
given apparent priority in the allocation of funds. Third, that Council and Board
membership (essentially representative of a consensually integrated elite network), and
practices have ensured the continuity of these factors.

When the Music Board was officially established in 1975, it assumed the functions of
C A A C which had been set u p in 1967 to assist 'serious' music composition, and the
Australian Council For T h e Arts ( A C F T A ) which acted mainly in the performing arts
area. T h e n e w Board was to continue its commitment (and obligation) to serious music
forms and at the same time assume responsibility for policies that would help stimulate
n e w musical activity, promote excellence, access and participation in music, and develop
a cultural identity.

From its very beginnings, the Board experienced difficulties in achieving an equitable
balance between excellence and participation, and was accused by politicians, sections of
the music community and the general public of being elitist. (A description of elitism
provided in Senate 1980:464, that seemed to fit these perceptions was, an activity that
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very few people have access to. The inaccessibility could be due to reasons based on
geography - isolation and distance from venues, financial - in that some of the arts were
too expensive for many peopletoattend, and/or educational - in that some people had not
learnt to respond, recognise, and appreciate the arts in an enjoyable and positive way).
Attainment of excellence became equated with support for large performing arts
organisations working in opera and traditional European music forms. The Australian
Opera became the Board's largest single grant recipient. The rationale for continued
support to these large organisations was explained by the Board principally in terms of
the (high labour and production) costs associated with the art forms they were producing,
and their inherent value to society. In terms of trade-off, support for excellence (albeit
narrowly interpreted), was given preference over access and participation.

Even though the Board responded to the funding imbalance by including the developme
of contemporary music forms such as jazz in its distribution of funding, the amounts
awarded the additional music forms were so small, they did little to change the overall
balance between traditionalist and populist. B y 1984, for example, opera and major
classical repertoire orchestras continued to receive over 70 per cent of Music Board
funds, which left only 30 per cent to be shared among all other music forms and related
activities. Figure 4.1 clearly shows h o w the Australian Opera and A E T T orchestras have
continued to receive the largest proportion of Commonwealth funds for music and
substantially more than for all other music activities combined. The gap between these
two categories has been slowly reducing, especially since the mid 1980s, and indications
are that this gap is lessening even further.

Sharing of limited resources between the elite and non-elite music producers has
increased thetensionsbetween them. However, the real problem is lack of overall funds.
Figure 4.2 shows the allocation of Commonwealth direct funds that have been given to
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Figure 4.1 Percentage Distribution of Commonwealth Funds to Different
Categories of Music Activities 1973 to 1991
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Figure 4.2 Allocation of Commonwealth Direct Funds to Music Activities
1973/74 - 1990/91
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the Music/Performing Arts Board from 1973 to 1991. A s indicated the amount of $3.5
million allocated to music in 1973 had risen to $17.2 million in 1990/91, although the
graph shows that Government support for music has not really increased in real terms
since 1973. W h e n placed within the context of enormous growth that has taken place in
the music industry since the 1970s, and growth also in the number of individual
musicians and music organisations that form part of that industry, this situation explains
to some extent the disquiet within the music community about Commonwealth levels of
support for music, and the increasing difficulty encountered by individual musicians and
some music organisations in securing support from the Performing Arts Board. The
Board has found it increasingly difficult to achieve balance in the distribution of its
support w h e n faced not only with increased choices, but also its sense of obligation
(which is in some ways enhanced by political pressures) to patterns of assistance that
have been established for m a n y years.

The first substantial response (prompted by widespread commentary from within and
outside the music community to a discussion paper on some of the Board's problems in
the allocation of its funds between competing uses), by the Music Board to the inequitable
situation was the preparation and release of a Medium

Range Plan in 1986 for music

development up to and including 1989. The Plan specifically sought to improve current
funding policies and priorities and ensure that greater equity and effectiveness in funding
distribution patterns were achieved. The amalgamation of the Music and Theatre Boards
in 1987, witnessed the implementation of a n e w set of strategies for program assistance
many of which emanated from the Medium Range Plan. These strategies included altered
allocation levels for the four categories of composition, performance, community
development and music education, and documentation and dissemination. Even so,
opera, classical orchestral and chamber music within the four categories continued to
dominate the Board's increasingly scarce funding allowance.
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Before discussing these key points in detail, some of the issues that surround government
support for the performing arts are first presented in the context of the rationale for
support commented on in the previous chapter.

Issues Surrounding Government Support for the Performing Arts

As indicated in chapter three, the key arguments for government support for the arts are
based on the value of the arts to the community generally, and the costs of production
(versus anticipated income) associated with some art forms. The first group of arguments
has been used by both the elite and non-elite to justify public subsidy for the arts, while
the cost arguments have been used (exclusively) by the cultural elite. Regardless of the
arguments which have been propounded, different art forms have received varying
allocations of support. In the performing arts, for example, opera and traditional
orchestral music have received a disproportionate share of assistance compared to folk,
jazz, ethnic and multi-cultural, rock and popular music forms.

Whilst the rationales of inherent value and cost (of some art forms) have been used by
Government support structures such as the Australia Council to explain and justify the
different allocations of assistance to the performing arts, Throsby and Withers (1979:155)
point out that the allocation of government assistance can also be studied in terms of other
competing bases. They define these criteria as allocation not only by art form, but also by
geographical location, size of company, commercial status, the level of popular appeal,
country of origin, recipient favours of production, medium, professional status and time
(Throsby&Withers 1979:265-282). T h e discussion which follows demonstrates h o w
these criteria have also impacted to varying degrees on h o w the Australia Council and its
Music/Performing Arts Board have distributed funds. First, however, a brief description
of each criterion is provided. While each is distinct it is not independent so although each
criterion can be identified and applied in its o w n right, the influence of other criteria must
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be recognised, for example the interrelatedness of size and geography, in that large
companies are primarily located in city areas.

Art form: i.e. Drama vs Music

This criterion includes questions of effectiveness of the various art forms in achieving
set objectives of assistance. For example, according to Throsby and Withers, "grants to
drama have been more effective ...in securing greater attendances than have grants to
opera, ballet and music", but the comparative effectiveness of grants in improving quality
of output is m u c h less easy to determine. For some objectives, such as the promotion of a
national identity and the promotion of excellence, it is m u c h more difficult to determine
whether one art form is inherently more or less effective than another.

One particular aspect Throsby and Withers consider ought to be taken into consideration
hi the allocation of funds between art forms is that of cost It seems most likely that the
gap between revenue and cost for s o m e art forms (opera in particular), will continue to
widen, prompting government funding bodies to decide whether their objectives would
be best met by the provision of continued support for these art forms, or whether they
would be more successfully met by encouraging the growth of less labour intensive and
lower cost art forms such as chamber ensembles. Assistance for the arts in Australia has
to date been concerned with objectives beyond what Throsby and Withers refer to as
"maximising attendance for a given cost", in that the costly traditional arts have received a
substantial share of government support. This has been based on their alleged ability to
meet the Council's objective of excellence, as well as a recognition of the high costs
associated with their production. W h a t has occurred, therefore, is a trade-off between
cost effectiveness in terms of public access and the effectiveness with which the Australia
Council has perceived the traditional art forms to meet its stated objective of excellence.
The existence of a consensually integrated elite w h o support and lobby government on
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behalf of the traditional arts has, as commented on in the previous chapter, also
influenced the allocation of funds between art forms.

A sub-category of the art form criterion is the tension that often exists between diffe
music forms such as jazz, folk, rock and classical. While thetensionbetween different art
forms is expressed in the struggle between the various Council Boards for recognition
and funding support, between the different forms of music these tensions exist in the
music community itself for support and representation, especially given the limited funds
made available by the Commonwealth Government to the Council to meet the increasing
demands from the music community for support. In this w a y such tensions are less
visible and more removed from the government machinery and decision making than
those that occur between art forms, but exist nevertheless in forms such as tensions
between members of the Performing Arts Board and/or its peer review panels.

Geographical Location: Le. City vs Country Regions

In most countries, including Australia, more artistic activity occurs in city than coun
areas and the major performing arts companies are also primarily located in the major
metropolitan centres. It is apparent (and was reiterated by Throsby and Withers), that "it
is simply not feasible for every city and town to have resident leading professional
companies in a wide range of performing arts". Most arts funding bodies, including the
Australia Council, have as part of their objectives statement the provision of opportunities
for all persons to appreciate and enjoy the arts. At the same time, the Music/Performing
Arts Board has supported a policy of grant distribution based on criteria other than
geographical location, such as the development of a distinctive national culture accessible
to all Australians. Board grants to date, however, have not been distributed in the same
ratio as the population. Guldberg (1987:18) for example pointed out that the Board's
distribution of grants according to States and Territories in 1984/85 was such that N S W
received 41 per cent of the Board's total funding with only a population share of 35 per
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cent, while Queensland with a population share of 16 per cent received only 10 per cent
of total Board appropriation. Although the distribution pattern has varied from year to
year, Guldberg noted that the main overall reason attributed to the high share of Board
funds awarded to N S W was the concentration of the music industry there. (Low subsidy
to Queensland could also to s o m e extent be attributed to the relatively undeveloped
professional musical activity in the State at that time).

Possible alternatives that might change such distribution patterns, as suggested by
Throsby and Withers, were to increase touring, to build up permanent regional
performing arts companies, to assist country audiences to get to the city performances, to
locate more arts facilities in regional locations, and to increase the number and quality of
media productions intelevision,recordings and film. T o some extent the latter proposal
undermines the 'state share' argument on two accounts. First, all Australia benefits from
television and film productions, and second, for these benefits to occur support must be
given to those companies of international standard to secure the market.

These alternatives involve a shift in assistance away from the metropolitan centres in
order to give the excellent w h o reside in non-metropolitan areas a chance, but they bring
with them their o w n set of trade-offs (not the least of which is cost) that need to be
considered and evaluated against the stated objectives. Chapter five provides a more
detailed account of Australians' attitudes to the arts and current levels of support based on
geography, amongst other criteria. It would appear, however, that the arts are generally
well patronised in both city and country areas in Australia.

Size of Company: i.e. a Few Large vs Many Small Companies

Throsby and Withers point out that the alternatives here are essentially twofold: either
concentrate funds in a few major companies or to distribute funds widely to m a n y smaller
companies or both, balancing elite and populist principles conjointly. In terms of the
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objectives of assistance the first alternative is consistent with the achievement of
excellence in performance and production, and international recognition. A concentration
of assistance in these 'centres of excellence' would not, however, meet distributional
objectives, nor would it necessarily promote innovation, because bureaucratic size and/or
a conservative administration often means that large companies are unable to be involved
in experimentation, so this becomes something which is usually associated with smaller
avant-garde organisations. Funding support does, however, act to lessen some of the
major companies' financial pressures such as those associated with the employment of
excellent performers and the staging of demanding works.

The Australia Council has provided support for both the major performing arts companies
and a wide range of smaller companies, although as was m a d e evident in the preceding
chapter, the flagship companies such as the Australian Opera have tended to receive a
disproportionate share of available funds compared with smaller companies. There is
again a question of trade-off, and the Performing Arts Board, especially in times of
overall diminishing available funds for the arts, is confronted with the dilemma of
determining h o w well the present distribution pattern that favours some companies over
others, achieves the set objectives, and if necessary, what action it should take to ensure
the set objectives are met more effectively.

Commercial Status: i.e. Profit Making vs Non-profit Making Companies

Non-profit companies have been able to present works limited in popular appeal because
of funding assistance based on the rationale of public cultural benefit Profit making
companies on the other hand have usually been excluded from receiving subsidy, whilst
the works they produce usually have more popular appeal. According to the Australia
Council objectives, assistance is not explicitly determined according to the commercial
status of a company or individual, but rather according to the nature of the production and
supposedly h o w well it meets the broad objectives of excellence, access and participation.
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Ventures that are consistent with these objectives are supposedly therefore eligible for and
deserving of support. Throsby and Withers point out, however, that what also needs to
be considered is the extent to which desired benefits accrue without assistance, and that
some popular music presentations foster the desired objectives, especially those of
international recognition, enjoyment and participation, without any, or very little
government support. Assistance needs to be determined, therefore, according to h o w well
the objectives of assistance are met as well as the commercial (non)viability of the
company.

The Music/Performing Arts Board has been involved in an on-going debate with some
components of the rock and popular music community about the relatively small share of
funds the Board has distributed to these art forms, without (they claim), due
consideration having been awarded to either their commercial viability or h o w well they
meet the stated objectives. A s a result of a meeting held in late 1990 of the members of the
Board's music committees, some policy recommendations were made that suggested the
Board should recognise there were aspects of the rock music industry that were eligible
for funding consideration, and proposed an increased sharing of Board grants between
the traditional and some populist music activities.

The Level of Popular Appeal: i. e. Traditional vs Experimental Art Forms

This criterion raises questions of access, distribution, and the fostering of innovatio
The most obvious goal served by providing support for experimental art forms is
innovation, with education and distribution possible subsidiary goal achievements.
However, the nature of experimental groups, along with probable small public appeal of
their productions, also needs to be acknowledged in any funding arrangements provided.
A s pointed out in the preceding chapter, according to the M c L e a y Report (1986)
recommendations, government policy should be concerned with helping to maintain an
adequate level of innovatory (experimental) art because it involves aspects of research and
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development that would ultimately generate public benefit The Australia Council's policy
decisions to date have seen the provision of the largest share of available support go to the
traditional art forms, even though some of these have only minority appeal (for example,
m u c h opera).

Country of Origin: i.e. Local vs Imported Performers or Works

According to Throsby and Withers, the major issue for consideration of support for
imported goods is quality. Australia's isolation from Europe and the "cultural
mainstreams of the world" would also seem to justify support for a certain amount of
imported goods. Imports have an important part to play in the achievement of some policy
objectives and, therefore, a certain level of funding for imported works and performers is
feasible, especially where the latter is not in direct competition with the local talent.
Imports can specifically help to raise standards of performance, introduce n e w ideas,
methods and skills, and provide a wider contact for local artists. They do not however,
foster national identity or allow for a wider geographical distribution of the arts, as
imported works and performances tend to concentrate their efforts in capital cities.

In a complementary approach to the import versus local issue, the Australia Council
through its international advocacy program has brought arts entrepreneurs to Australia
with the purpose of enhancing opportunities for Australian performing artists and art
companies overseas. T h e program has produced s o m e positive results including the
provision of contracts to Australian groups to perform overseas. M o r e specifically at a
December 1990 meeting of its music committees, the Australia Council determined that in
the immediate future there w a s to be an increased emphasis on relations with Asia, and
that half of the $3 million it was to spend on promoting Australian arts overseas was to be
directed to Asia and the Pacific.
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Recipient Favours of Production: i.e. Capital Facilities vs Labour Supplies

This criterion includes making decisions about choices between the allocation of
assistance to capital facilities, which includes constructing or equipping venues versus
assistance for labour related activities such as support for the work of individual artists.
The role of the Australia Council does not extend to the provision of assistance for capital
facilities, rather this, as part of the Spheres of Interest Agreement

(outlined in the

preceding chapter), forms part of the role of the State governments. Approximately 80 per
cent of support in the form of Council grants to performing arts companies, especially
orchestras, currently goes toward meeting salary costs.

Medium: i.e. Live vs Media Presentations

This criterion includes the role of media assistance to raise the demand for live
performances and to stimulate audiences to attend more live performance of (principally)
opera, ballet and concerts in the future. In other words the use oftelevisedand recorded
reproductions of live productions to reach a wider audience than is currently possible
through live performance. Throsby and Withers point out that it is difficult to measure the
actual pay off in terms of increased audience response to the provision of support for
televised or recorded performances. Despite this the Australia Council supports specialist
arts programs fortelevision,primarily in conjunction with the Australian Broadcasting
Corporation ( A B C ) , and the Special Broadcasting Service (SBS), as part of its objective
to broaden the community's access to information on the arts in Australia, and also to
encourage the development of arts programming on television.

Professional Status: i.e. Professional vs Amateur

Throsby and Withers suggest that "the dual criteria of skill in performance and skill in
appreciation ... put most amateur performance outside the scope of public assistance". It
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is apparently a view that is largely shared by most public arts funding agencies with the
result being that little government support for amateur artists in the performing arts has
occurred. It could be argued, however, that amateur activities fulfil the objectives of
appreciation, access and participation in the arts just as well as professional activities, but
what is in question is the extent to which they satisfy the question of quality. There is,
therefore, probably a good case for local government support for amateur performing arts
that often have a parochial orientation and m a y not sufficiently satisfy questions of
quality. The Music/Performing Arts Board's policy is to support professional rather than
amateur music activity. (This 'choice' has to some extent been based on limited funds that
cannot satisfy all funding demands m a d e of it, even those that c o m e from professional
groups and individuals).

Expected Time to Benefit: Le. Present (immediate) vs Future (prospective)

This criterion encompasses aspects of the other nine areas already discussed. It involves
funding agencies having to m a k e decisions about h o w m u c h to spend now, on what, in
order to minimise costs and maximise benefits in the future. For example, these involve
choices between support for traditional versus experimental work and high cost art forms
versus less labour intensive art forms. The Australia Council has at different times
identified priority areas for funding, and all Boards are expected to acknowledge these in
their distribution of grants. The Council's current areas of priority are art and working life
(adopted in 1982), which encourages arts practice and policy development affecting the
lives of working people, and arts for a multi-cultural Australia which involves funding
mainstream as well as Anglo-Australian companies whose work reflects multi-cultural
Australia. (Council Boards are required to spend a certain amount of funds in the area of
multi-cultural arts or lose those funds).

In closing, the Australia Council's policy and funding decisions have at different times
been based on any or all of the nine competing criteria described above. The decisions
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made thus far (which in the case of opera and the orchestras could, as intimated in chapter
three be interpreted to some extent to have been politically unavoidable), have
predominantly supported a select number of large, city based, professional companies
working in traditional art forms. W h a t follows is a more complete analysis of w h y such
decisions have been made by the Australia Council for music.

As was made evident in chapter three, ways in which the Council has attempted to carr
out its objectives have been influenced by policies and practices it inherited from former
arts agencies such as A C F T A . The Council's Music Board also inherited functions and
obligations from former schemes and bodies that had been set up to assist music, such as
C A A C . The following section traces Government support for music in Australia prior to
the establishment of the Australia Council. It commences with the establishment of the
A B C in 1932 and includes C A A C and A C F T A .

The Beginnings of Government Support for Music

The Australian Broadcasting Commission (ABC) formed in 1932, was the first
substantial Commonwealth commitment to music subsidy. The A B C Act empowered the
Commission to conduct officially subsidised broadcasting services, amongst which was
the presentation of public concerts (established in 1932), and music on radio (extended in
1956 to includetelevision).The A B C was also responsible for setting up permanent
concert orchestras in the six capital cities (by 1937, 320 full time musicians were
employed by the A B C ) , and in 1942, when the A B C Act was amended, it became a
mandatory function of the Commission to give concerts with these orchestras and to use
them for recording purposes.

AETT which was set up in 1954 by public subscription and a Commonwealth grant used
the A B C orchestras to support opera and ballet. For example, the A B C subsidised
performances of the Australian Opera (which had begun as a Trust venture in 1956), by
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making the A B C orchestras in each capital city the orchestra for the Opera whenever it
toured.

Commonwealth Assistance to Australian Composers, 1967

In 1967 the Commonwealth Assistance to Australian Composers (CAAC) scheme was
established, "to assist serious music composition and facilitate the performance of
Australian serious music composition, and to promote a better understanding of
Australian music thereby improving the status of Australian composers" (Submission to
the Senate Standing Committee 1975:9). Its initial funding objectives, which were of a
mainly promotional nature, included the provision of support to Australian composers in
the publication and recording of their work. Direct assistance was m a d e available to
composers for the commissioning of n e w works and through composer fellowships,
special projects grants for part-time compositional activity, student composer training
programs, workshops and seminars. C A A C also provided assistance to composers in
order that they could complete work already begun and intended for performance.

The initial terms of reference for CAAC were expanded in 1971 to include an advisory
role to the Government on "financial support for the composition of music in Australia,
the criterion of judgement being musical distinction or excellence of its kind, and on the
promotion of Australian composers both in Australia and abroad" (Submission to the
Senate Standing Committee 1975:9). Excellence of its kind was interpreted as serious
music composition and performance, which was in line with the notion that was being
promoted by the self appointed cultural elite of the time. In order to assist the effective
implementation of C A A C ' s expanded role, its budget increased quite rapidly from
$10,000 in 1967/68 to $140,000 in 1972/73.
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Australian Council For The Arts, 1968

In 1968 the Government established the Australian Council For The Arts (ACFTA), and
two years later a Music Committee was appointed to act in an advisory capacity to
A C F T A . Priortothe establishment of this Committee, the Government through the Prime
Minister's Department, had from time to time also provided grants for music projects. For
example, in 1968 the Australian Musical Foundation was awarded $10,000 towards
meeting costs associated with opera auditions and the provision of scholarships to
outstanding opera school students for specialist training. The initialtermsof reference for
the Music Committee were to m a k e recommendations to A C F T A on Government policy
for music activities in Australia. Applications were considered on the basis of the musical
quality of the proposed project and its general stimulus to musical activity in Australia.

During the Committee's five year existence it received almost $5.3 million which was
divided accordingly: the A E T T orchestras received $2.3 million, the Australian Opera
$2.1 million, State opera companies (Victoria, Queensland and Western Australian),
$159,000, other opera $148,000, and Musica Viva (the national chamber music
entrepreneurial company) $91,000. This left a total of $384,000 to be distributed among
all other music forms during the Committee's five year period (Submission to the Senate
Standing Committee 1975:11). O f this amount, grants were allocated to music theatre
performances, chamber and contemporary music concerts, meetings, master classes, and
outback tours of professional groups. Limited funds meant that a number of music forms
and associated projects did not receive support, in particular the areas of jazz (although
assistance was provided for jazz programs in schools), rock, folk and ethnic music, as
well as the area of orchestral resources, and the recording industry. The Music Committee
also did not favour devolution of grant giving or the provision of assistance for the
performance costs of amateur performances. Choices m a d e in the distribution of limited
available funds, therefore, witnessed a preference for elite interests.
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The issue of h o w A C F T A distributed its funds and specifically its arbitrary allocation of
funds and supposed extravagances in administrative expenditures, became subject to
m u c h scrutiny and criticism, the likes of which were voiced in Senate on several
occasions (for example, 1973: 207; 326; 707; 2106). S o m e of these allegations included
A C F T A being referred to (by one of its former members), as "a strange and secretive
[and] vast dictatorial organisation with a huge staff and a huge budget, whose money
seems to be directed to certain channels while others...are neglected" (Pari Debates Senate
1973:1642). A press release by a prominent Australian artist and m e m b e r of A C F T A
Clifton Pugh, in the Melbourne Herald on the 24 November 1973, was also critical about
the alleged waste, inefficiency and lack of control in A C F T A , an organisation which he
described as "operating in the interest of a bureaucratic few". The establishment of a task
force to inquire into such matters was asked to be considered. These criticisms
highlighted the increased concern held by some members of the arts community about
what they perceived to be the operation of an integrated elite governing on behalf of
factional interest

The Music Board, 1973

With Prime Minister Whitlam's decision in January 1973 to form a single statutory
authority through which Government support for the arts would not only continue but
increase, a Music Board was established to replace C A A C and the Music Committee.
W h e n the Music Board conducted its first meeting on 12 March 1973, the majority of its
original 12 members (nine male and three female) selected by the Prime Minister (three of
w h o m had served on C A A C or ACFTA's Music Committee), under the Chairmanship of
A C T based composer D o n Banks, were artists or composers. The members were chosen
according to geographical spread (five members from N S W , two from Victoria, and one
each from Queensland, W A , A C T , Tasmania and South Australia), diversity of
experience and age (Submission to the Senate Standing Committee 1975:7). The first
Board included the Head of the Department of Music at the University of Western
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Australia, the Chairman of the School of Fine Arts at the South Australian College of
Advanced Education, the Director of the Tasmanian Conservatorium, a conductor and
Director of Music at the A B C , the Chairman of Musica Viva, two composers, two
singers, a cellist, and a musician/performer/teacher.

Despite the criticisms about ACFTA's mode of operation and its funding allocation
patterns, the Music Board inherited its policies, objectives and funding patterns as well as
the policies and functions of C A A C and the Music Committee which were incorporated
into the Music Board's terms of reference. There were four significant features to emerge
from this inheritance and attempt to sustain the legacy of A C F T A . First the Music
Board's criteria for funding became firmly based on excellence, musical quality and
stimulus to musical activity in Australia - criteria that had been used by A C F T A . This
foreshadowed not only the broad objectives of the Australia Council (excellence,
participation, the establishment of an Australian identity nationally and internationally),
but also the objectives adopted by the Music Board after the Council was established as a
statutory authority in 1975. Second, a specific support system ( C A A C ) had been
established to assist serious Australian music composition rather than any other type of
music activity or musician. This helped establish its elite position in the music
community. Composers, therefore, experienced (and perhaps have c o m e to expect
continued) Government support for their art activity whereas other musicians w h o did
not have a specific support system set up on their behalf (and were designated according
to Government support structures to be the non-elite) have not c o m e to expect support to
the same extent as serious Australian composers. Third, supposedly because of limited
funds, a decision was m a d e by A C F T A to distribute the majority of available funding to
the large orchestral and opera companies whose repertoire was principally traditional
European in content that is repertoire of the integrated cultural elite. This meant that very
little funding remained to be shared among all other music forms, a pattern that has not
as will become more evident in the course of the discussion, altered m u c h since the
1970s. Fourth and finally, amateur musicians (as part of the non-elite) were not generally
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considered eligible for support by A C F T A , so an implicit (or perhaps explicit)
assumption was made at an early stage that only professional musicians could effectively
meet the stipulated criteria of excellence, musical quality and stimulustomusical activity.

According to the competing bases for distribution of funds as outlined earlier in this
chapter, the Music Board, therefore, inherited a pattern of assistance which saw the
traditional art forms, representative principally of large professional companies, situated
in metropolitan areas, receive the largest share of available support. It will become
apparent in the course of the discussion on the establishment and evolution of the Music
Board, that the Board has experienced some difficulty in throwing off the 'shackles' of its
predecessors.

The Establishment of the Music Board: 1973-1975

Music Board Responsibilities, 1973-1975

While the Music Board assumed the functions and funding allocation of CAAC and the
Music Committee of A C F T A , it further expanded its operation to take responsibility for
all opera and A E T T orchestras. It received one of the highest funding allocations by the
Council to do this, approximately $3.5 million.

The Music Board's responsibility was to formulate policy and provide assistance for th
development of music in Australia. The Board committed itself from the outset to the
development of excellence and
fine professionalism in music and opera, but it was also
aware that it had to stimulate fresh activities and extend the
range of professional opportunities to creative and
performing artists. Most importantly, in the public arena, it
recognised the need to arouse the interest and participation of
young people and the general community ( A C F T A Annual
Report 1973:65; Pari Debates H of Reps 1975:3278).
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In other words it recognised the need not only to promote Australian music, but also to be
receptive to non-elite interests.

Music Board Grants, 1973-1975

The Music Board saw itself not only as a grant giving body, but also as a sounding boa
for the community, but as with all the Council's Boards, the Music Board's role was
most public in its allocation of funds to individuals and organisations. The Council
delegated to the Board the power of determining its o w n priorities in both the funding
policies it followed and the grants it gave, as long as they were in accord with the
provisions of the Australia Council A c t Individuals and organisations made up the grant
recipients of the Board. Individual artists received grants directly, or indirectly through
commissions or artists in residence projects, while organisations received general or
project grants of which about 60 per cent went to salaries, wages and related costs.

Two types of grants were made in 1973, basic and individual/group. Basic grants were
those appropriate to large organisations which demanded considerable and regular
subsidy. The recipients of basic grants were the Australian Opera ($950,000), the A E T T
orchestras ($950,000), and Musica Viva, ($85,000), the Queensland Opera C o m p a n y
($36,000), the Victorian Opera C o m p a n y ($32,000), the W e s t Australian Opera
C o m p a n y ($30,000), N e w Opera South Australia Inc ($25,000), and the Tasmanian
Opera C o m p a n y ($15,000). Individual and group grants went to composers, performers
and groups. Assistance was provided for opera ($100,000), Australian composers
($96,662), and music theatre, some amateur orchestras, choirs, and youth education
($79,000). The majority of funds, therefore, continued to be directed to traditional music
forms.

Three criteria were given by the Board for determining the degree of assistance appli
would receive, namely musical quality, the responsibility of management, and benefit to
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the community (ACFTA Annual Report 1973:65). A summary of both types of grants
from January 1973 to December 1974 (as presented in the Annual Report), revealed that
149 basic grants totalling approximately $2.5 million, and 84 individual grants totalling
approximately $226,000 were awarded. The majority of funds, therefore, were directed
to large organisations rather than small companies and/or individual musicians.

Music Board Policy, 1973-1975

Generally the Board's function was to assess the needs of the music commun
devise policies to best meet these needs. It was not to become involved in artistic
decisions of music organisations it provided assistance for, or to become involved in
lending or entrepreneurial activities (Submission to Senate Standing Committee 1975:8).
The Board also maintained a communication link with many major music organisations
such as the A B C , and it aimed at expanding the range and activity of such organisations.
The Board further stated its belief in flexible policies that could and should be modified
and adapted to changing needs in the music community, and saw the development of
policy as an evolutionary process (Submission to the Standing Senate Committee
1975:17-19).

The Music Board awarded recognition to the fact that its policy to date ha
influenced by its obligationtomaintain activities which had been showntobe effective (at
least for some within the music community), that is those which were perceived as
meeting Council objectives, and that by funding existing organisations and traditional
activities "a vast part of the population had been left untouched" (ACFTA Annual Report
1974:76). The Board also recognised that although it had attempted to widen audiences,
particularly for opera, orchestral and community music events (ACFTA Annual Report
1974:68), it had experienced serious difficulties in achieving a proper balance between the
pursuit of excellence and increased community involvement in the arts. It in fact conceded
that the goal of participation had not been adequately met at all. The funding choices made
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by the Board in 1974 were in fact quite divergent from public demands and needs. The
total increase in funds of almost $500,000, went to the maintenance and development of
national and regional opera companies, the A E T T orchestras and Musica Viva. Of the
total 341 grants made, 240 represented groups which received a total of just over $3
million, while 101 grants that totalled almost $300,000 went to individuals. Traditional
music activities produced and presented by large companies continued to be the major
recipients of Board funds.

The Board's admission of what could be seen to be a form of factionalism is particul
interesting in that although it conceded it had given preference to traditionalist music art
forms and activities and had not sufficiently attended to public demands and needs, it like
the cultural elite of the 1950s and 1960s determined that the public did not necessarily
know what was best for them. It maintained that the public's tastes in music were not
necessarily synonymous with "all that [was] good in music in Australia" ( A C F T A Annual
Report 1974:68). The Board's explanation for its pattern of support for some (principally
elite) music art forms and activities and not others (principally non-elite) was therefore
expressed in noble terms of social benefit for the community as a whole. It could
however also have been interpreted by the non-elite as an example of oligarchy.

Whilst the establishment of the Council's Music Board consolidated the Government's
support for music, it is apparent that in essence the initial year of operation was a
continuation of patterns of assistance that had been established by A E T T , C A A C and
A C F T A . According to Rowse (1985:14), A C F T A and then the Australia Council

worked by making grants to cultural activities which were
thought to be worthy, but which were stifled by the
imperatives of the marketplace. In this system of direct grants
to producers, the organisations had s o m e statutory
responsibilities and so it n o w became possible to debate the
nature of the public interest.
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But, (as R o w s e 1985:22, points out) it wasn't part of the Council's responsibility to
change or question the existing methods of operation, it simply accepted inherited cultural
priorities reinforced by the political lobbying power of the flagship companies, that is the
consensually integrated elite.

The Evolution of the Music/Performing Arts Board: 1976-1991

A Review of Music Board Policies, 1976

As was made evident in chapter three, 1976 marked the first of several subsequent year
in which reviews of arts policy and support for the arts in Australia were conducted.
These reviews also included specific examination of music policy and practices for which
the Council's Music Board had responsibility. O n e such review formed part of a
submission to the Senate Standing Committee (1975:61) and had as its purpose an
evaluation of Music Board initiatives and policies to date. It conceded that since the
Board's inception, the majority of its funds had gone to a few major organisations,
namely, the Australian Opera, the A E T T orchestras, the state opera companies and
Musica Viva. It concluded however that an obligation to give funding priority to these
organisations was seen as necessary and could be explained in terms of the huge inherent
production costs they incurred, which while daunting, were justified in terms of the real
and widespread benefits that flowed to the community. In the case of the Australian Opera
for example, it was a highly professional company of world standard, and although costs
were high "most participants and audiences agree that the resultant benefit is incomparable
when high standards are achieved" (Submission to Senate Standing Committee 1975:62).
This mixed social and economic rationale of support for the major performing arts
companies, and the Australian Opera in particular, continued to be the principal argument
espoused for the funding decisions m a d e by the Council's Music Board in similar
subsequent Inquiries (for example, Opera/Music Theatre in Australia, 1980).
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S o m e attempt was m a d e to explain the Council's funding priorities in the 1975/76 and
1976/77 Annual Reports, and in particular w h y support for individuals and small
organisations had been curtailed. The Music Board claimed for example that its attempts
to meet the excellence objective had meant maintaining assistance to the "best projects"
and limiting support for smaller and n e w projects. It specifically stated "excellence in
music is expensive [and the Board's] obligation to sustain support for opera, orchestras
and other major organisations has seriously curbed the Board's other activities" (Australia
Council Annual Report 1976/77:35). A s a result, of the Board's $5.2 million, almost
$2.5 million (47 per cent) went to opera (the Australian Opera being the Board's largest
grant recipient receiving $1.9 million), and $1.8 million (36 per cent) to orchestras,
primarily the A E T T orchestras. T h e Board's interpretation of excellence essentially
continued to be narrow in its focus and connected to aspects of size, age and art form, in
that larger, established companies which provided traditional, European repertoire
appeared to fare more favourably than smaller, n e w companies (and individuals) working
in non-traditional music repertoire.

By the end of 1976, the Music Board had completed a review of its policies developed
over the two previous years. This review recommended a further concentration of funds
in selected areas, while assistance to amateur organisations, opera activities outside the
national and state companies, and fellowships for composers should be and were
subsequently ceased. A significant aspect of the n e w policy was the inclusion of support
for jazz, rock and folk music and music in regional and remote areas. In 1976/77, 38
grants totalling approximately $64,000 went to these 'new' areas compared to 19 grants
totalling $41,000 in 1975/76. Attempts to broaden the Board's clientele were therefore
being made, albeit modestly, due in the main to the continuing costs associated with the
provision of support for 'excellent' opera and orchestras, and the lack of overall funds to
service an increased diversity of demand from the music community.
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Assistance to the Performing Arts, the IAC Report, 1976

November 1976 saw the release of the Industries Assistance Commission (IAC) Report
which tackled the issue of government assistance for the performing arts in Australia and
in particular addressed the issue of whether the performing arts industry warranted the
protection it w a s receiving through government subsidy. (The performing arts were
interpreted by the Report as live performances of ballet, dance, opera, music, drama,
music hall, vaudeville, puppetry and the like). T w o main alternative actions were
discussed by the Commission, namely whether the majority of available government
support should be channelled into a few elite organisations in order to pursue excellence,
which if achieved, would benefit the community at large; or whether or all music forms
should be treated equally, which implied a sharing of limited funds across all music and
the elimination of the inherent hierarchy belief which positioned particular music forms
and activities (opera, classical orchestral) above others and ultimately more deserving of
support

The Report found that there were three principal deficiencies with the implementation of
the first alternative. First, this course of action discriminated in favour of art forms that
catered to a particular elite minority and were the most expensive manifestations of
Western culture. (The concept of culture adopted by the Commission, was that no
particular performing art or activity could be shown to generate more benefits to the
community as a whole than any other. This again raises the notion of value/worth,
questions of taste and trade-offs imposed by limited resources). Second, it involved a
conscious decision (early in Australia's cultural development) about the direction of
performing arts development in Australia without having given due consideration to the
relevance of the art forms to the Australian community. In other words it would in all
likelihood enhance the level of policy rigidity that already existed and lead to an
unwillingness to adapt to n e w ideas and changing social conditions. Third, distributing
the majority of available funds to a select few organisations failed to deal with public
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accountability and the interdependent relationship between the elite and non-elite (IAC
Report 1976:3-4). Given the weight of evidence collected by the Commission it
concluded that "an alternative, logically sustainable approach to assisting the performing
arts [was needed] on the grounds that they could bring demonstrable benefits to the
community as a whole". Further to this it proposed that:

Culture cannot be equated with the existence of any particular
performing arts activity. ...unless assistance can be shown to
add to the cultural and educational environment, there is no
justification for government policies which distort the pattern
of supply that would evolve if individuals, ...were allowed to
m a k e free and informed choices....any type of performing art
...must compete effectively with the increasing number of
alternative attractions vying for attention. Its potential for
public benefit will thus depend on its ability to claim people's
attention as well as on its capacity to impart cultural and
educational influences (IAC Report 1976:5-6).
The IAC did not utilise competing bases to determine allocation (as Throsby and Withers
(1979) did a few years later). Rather their proposals involved a change to the implicit
philosophy that was guiding assistance to the performing arts at that time, a philosophy
which according to the IAC's findings was essentially a continuation of one that had been
put in place in the 1940s and 1950s by a cultural elite, and which was based on the
alleged inherent value of certain art forms and repertoire being provided by a select few
companies. The Commission recognised that resources were limited, but nevertheless
proposed that a progressive re-direction of resources should occur (recommended to take
effect over a period of eight years). It specifically sought a m o v e away from the
disproportionate amount of support that was being provided for a few companies, that the
Commission described as having limited appeal, to the provision of assistance for
education, innovations and an expansion of dissemination of the performing arts (IAC
Report 1976:135). In all, the IAC's recommendations were very similar to the philosophy
for the arts that w a s formally outlined by Prime Minister M c M a h o n in 1970, which had
been intended to guide the operation of A C F T A , as well as the rationale for assistance as
set out by Whitlam in 1972 which had guided the Council in its transition from A C F T A to
Australia Council.
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Another related proposal put forward by the Commission was that "assistance should be
available to both performing and creative activities, whether commercial, professional or
amateur, irrespective of whether or not they had received assistance in the past" (IAC
Report 1976:135), in other words policy adaptability was called for. This introduced the
need for the Board to reconsider further its current categories of support, which up to
then did not address the needs of amateurs or commercial activities, and appeared to give
preference to recipients with a proven track record of assistance. According to Throsby
& Withers (1979:287):
[in] making its recommendations the I A C was reacting to the
present strong discrimination in favour of certain traditional
art forms - a discrimination which it saw as deriving more
from the interests of the cultural establishment than from
notions of public benefit. ...implicit in the IAC'S
recommendations [was] a belief that, if efficiency objectives
[could] not be achieved, w e might at least pursue
distributional goals instead.

As commented on in the previous chapter, the IAC's report was unfavourably received,
by the arts establishment in particular, as well as by the press (for example, The Sydney
Morning Herald 13.10.76), and was subsequently rejected by the Government. Prime
Minister Fraser quickly responded to the disfavour with which the Report was received
by stating in Parliament his Government's intention of continuing support for the major
performing arts companies (Pari Debates H of Reps, 1976:1802), an action which
demonstrates to a certain degree the power of the consensually integrated elite to join
together in support of a particular policy when required.

The Music Board's Four Programs

Prior to 1977, the Board had provided an alphabetical listing of successful applicants.
The 1977/78 Annual Council Report for the first time grouped the grant recipients under
four main headings - composition, performance, education and documentation. These
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related directly to the Board's policies and objectives which attempted to meet the interests
of both the elite and non-elite and were to:
stimulate composition; extend opportunities for those engaged
in the music profession; encourage extension and diversity in
music training and education, particularly young people;
support community music needs; and develop the exchange
of information and musical resources between groups, within
Australia and internationally (Australia Council Annual
Report 1977/78:59).

Composition included fellowships and special purpose grants to Australian composers, as
well as a 'Composers in Residence' scheme. The performance program provided support
for ensembles, schools, tertiary institutions and tours by Australian groups "of the
highest professional standing". Education included direct grants to musicians, for
example, national and international fellowships, master classes, workshops, lectures,
music camps and youth orchestras. Both performance and education stressed the
importance of widening the participation in and access to music in the community.

Documentation provided financial subsidy for the production of recordings of Australian

works, the publication of Australian music books and journals as well as music research.
The Board also continued to provide subsidies for organisations such as the Australian
Opera, the AETT orchestras, the four state opera companies, Musica Viva and the
Australian Music Centre (AMC). (The Centre was set up in 1974 to act as an official
music information centre as well as an organisation to represent the needs of composers
and musicians. The AMC, now also referred to as Sounds Australian, specifically helps

composers in the publication, recording, and overall promotion of their work, and is see

by the music community as a vital link between composers and their potential audiences).
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Opera/Music Theatre in Australia, Report to the Australia Council by the Committee of
Inquiry, 1980

A continuing theme in the Government's provision of support for the arts was the
increasing amount of assistance being requested of the Council by the national opera
company. On-going media and Parliamentary debate (Pari Debates H of Reps 1979:26842685), about the Australian Opera's operations and requests from the music community
as well as from within the Opera itself for a public inquiry into the alleged "financial
failures" and overall poor economic management of the company, finally resulted in an
inquiry into opera and music theatre in Australia. These requests had started to emerge in
1977 and were led by a then director of the Australian Opera, M r John Mostyn.

The primary objectives of the Inquiry which was conducted by a committee set up by the
Australia Council, were threefold. First, it was to evaluate what had been gained from the
Australia Council's investment in opera. Second, it w a s to discover the extent to which
the Australian community did or did not see a need for government subsidy of opera and
music theatre; and third, it w a s to formulate a n e w national policy for the future
development of opera and music theatre (Committee of Inquiry 1980:129).

One of the key issues of the Inquiry was to ascertain whether opera in particular, was
experiencing difficulties associated with "continuously worsening cost relativities", and if
so, whether support should be extended or increased. T h e Committee concluded that
there was a growing need for opera and music theatre in Australia and that m u c h of it
could not exist without public support. T h e rationale the Inquiry espoused for public
support was based on the community benefits they considered were being provided by
these performing arts, "in the form of the public circulation of creative ideas and aesthetic
standards, together with the development of national feeling, pride in identity and the
provision of social comment and criticism" (Committee of Inquiry 1980:12). All of these
community benefits, except for the last one (which could be assumed implicitly but is not
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given explicit intent), were claimed to fit well with the stated objectives of the Australia
Council A c t

The Committee made a number of recommendations for future action, including that the
Australian Opera should continue to be regarded as the national company with a defined
national role, but that it should reduce its touring role, expand its repertoire in operetta
and musicals, and take a more active role in the commissioning and performance of
Australian works. A further recommendation was that funds for orchestras for the
Australian Opera, the Australian Ballet and the Victoria State Opera should be provided to
these companies through the Australia Council, and that the state opera companies of
Victoria, Queensland, South Australia and Western Australia should receive continued
financial support as their needs increased.

At a special meeting convened in June 1980, the Australia Council commenced its
consideration of the Committee's recommendations, and endorsed the pattern of opera
development proposed by the Committee. The Council also commended the Report to the
Government but the absence of funds meant that the major provisions of the Inquiry
were not implemented, and in light of this decision by the Government, the Music Board
decided to cease providing basic grants to regional opera companies (Australia Council
Annual Report 1981/82:49-50). (A decision that remained until April 1991 when, on the
grounds that the Performing Arts Board was no longer responsible for funding the
national opera company, it overturned this earlier decision and gave due consideration to
the provision of annual grants to state opera companies on the proviso that they met the
Board's requirements for a proven track record of innovative programming and a high
level of Australian content). The Board's action as it affected regional opera companies
demonstrates the pressure Government can bring to bear on Council action because of
Council's reliance on Government appropriation. The end result of the Report, therefore,
was to consolidate the Australian Opera as the national company, to m a k e it more firmly
Sydney based, and to remove Council funding for smaller opera companies.
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Music Board Funding Allocations, 1980-1984, More of the Same

By 1979/80, subsidies for the Australian Opera and the AETT orchestras totalled
cent of the appropriation administered by the Music Board (Australia Council Annual
Report 1979/80:51). The remaining $1.5 million was divided between the four program
categories of composition, performance, education and documentation. Performance
received nearly 50 per cent of this amount and composition was also given particular
attention in 1979/80 with the Board commissioning works in areas in which it saw a
need, for example solo piano. Whilst the preamble directly preceding grant listings in the
Council's Annual Report (1979/80:132), declared that no distinction was made by the
Board in its funding decisions between the various styles and forms of music, and that all
projects were considered equally, in the following Annual Report (1980/81:42), it
acknowledged that its funding decisions still showed a bias toward traditional music
forms and in particular opera. Further in the Council's Annual Report (1982/83:67),
acknowledgement was given to the fact that most of the 70 commissions that had been
awarded to individual composers had been given to those w h o worked in the classical
style. Battersby (1980:27) in an attempt to explain the rationale the Board had used for
these funding decisions claimed that:
Policies and financial allocations designed to promote
excellence tend to be directed to professional training, to
continuity of professional employment, interaction among
professional artists, visits by professional artists and teachers
from other countries and opportunities for each level of arts
activity to improve its standards by contact with higher
standards.

Battersby concluded, therefore, that the priorities for all the Boards to date (
Music Board), had been to provide for professional training and employment, partly in
the interests of quality (excellence) and partly to allow artists to pursue careers in
Australia. Accordingly most of the Council's financial resources had been usedtoprovide
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professional employment and in terms of the Music Board this had occurred by w a y of
grants to major organisations. The situation facing the Board at this time reinforces the
fact that there were increasing pressures being placed on it to meet the rising costs of
expensive art forms such as opera, and at the same time meet the needs of a growing and
increasingly diversified music community from a budget that had not experienced
comparable growth.

(a) Music Board Directions
The Music Board (at the level of rhetoric at least) continued to award the development of
Australian music and the promotion of music generally in Australia as its two major
priorities (Australia Council Annual Report of 1981/82:49). It also expressed continued
concern about the imbalance between funding levels for organisations and individuals,
and identified the performance of contemporary music as a specific area that required
further attention. In response to these concerns, some of the directions taken by the Board
at this time included the development of jazz activities and the establishment of a national
jazz co-ordination program - as a means of improving the funding situation for
contemporary music, and the formation of community composer projects which placed
composers in regional and urban communities for between four and twelve months - as a
means of lessening the gap between funds for organisations and individuals. Again the
Board attempted (as it had done to a small extent in 1976/77), to expand its role beyond
the provision of assistance for traditional music forms and companies and city based
activitiestoinclude other art forms, individual musicians and regional centres.

By 1982, however, still only 20 per cent of music funds were available to meet the needs
of a large range of music activities including performance, recording, publishing, touring,
community music and youth music. Opera received 65 per cent of Board funds and the
majority of this continued to be channelled to essentially one company, namely the
Australian Opera (43 per cent) (Australia Council Annual Report 1982/83:66). Reduced
overall funding also meant that the arts generally were less accessible to the community
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and lacked innovation and diversity. The Board explained its pattern of support as
"attempts to throw its weight behind activities which, in its opinion, have special artistic
merit, which in some cases bring music experience to people for w h o m it is usually
inaccessible in that form, and which could not take place without subsidy" (Australia
Council Annual Report 1982/83:64). Further because it was unable to support little more
than a fraction of all Australian music making, it chose to support that which was not
financially self sufficient While this explanation contains elements of both the value and
cost rationales for Government support for the arts (as presented in chapter three), that
founded on cost and commercial non-viability was most prevalently used by the Board to
justify its distribution of support.

A policy review was also conducted by the Board in 1982/83 in the area of composition,
which concluded that the primary emphasis in that program should continue to be the
commissioning of n e w works and composer residencies with orchestras, theatre groups
and ensembles. A n Australia Council Composer Fellowship, an annual award for
$30,000, was also set up as an attempt to raise the public profile and value of composers'
contributions to Australian culture. A more detailed explanation was provided of the
Music Board's policy and support for composition in the Council's Annual Report
(1983/84:70), in which it claimed:
the Board's assessment criteria for applications for assistance
to commission Australian composers parallel Council's
commitment to the pursuit of excellence and the nurturing of
a national cultural identity. In offering this support ...the
Board also meets Council objectives for promoting
community involvement with the creation of music, the
expansion of community access to Australian works and
increased participation in performance.
A new program of assistance entitled 'Improvement of Arts Management' was also
established in 1982/83, in recognition that some arts companies were being run less than
efficiently by people w h o often lacked management skills. T h e responsibility of
management, which included not only the capacity of the applicant to carry out the project
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but also the availability of suitably qualified personnel in the area, was part of the criteria
used by the Board to determine the degree of assistance applicants received. This n e w
program was, therefore, designed to provide an infrastructure of support for music
organisations which lacked the necessary experience and expertise in management
operation.

(b) The 'Return' of the Australian Opera
A s part of the Labor Party's platform, 1982/83 also witnessed the restoration of funding
responsibilitytothe Australia Council for the Australian Opera and the A E T T orchestras,
a m o v e welcomed by the Australia Council. According to the Music Board:
funding allocations for music in Australia should be made on
a considered and equitable basis, resulting from careful
policy making and a comprehensive overview of music's
present and future needs, [but this was not achievable where]
substantial elements of the musical community [such as the
Australian Opera] escaped meaningful review (Australia
Council Annual Report 1982/83:71).

The restoration of funding responsibility to the Council for the Australian Opera and
A E T T orchestras (according to the Board) allowed for more comprehensive policy
making to take place, and lessened the fragmentation of policy decisions about an art form
for which responsibility was already divided a m o n g several bodies. Further criticisms
levelled against the direct line funding arrangement for the Australian Opera and A E T T
orchestras (in Senate 1981:1676-1685), included allegations of "favoured treatment of
these companies at a time when other companies were losing their grants altogether". The
fact that the Opera and A E T T orchestras were receiving a 10 per cent increase in a
separate allocation was causing m u c h "unhealthy and destructive"rivalrybetween the
national and smaller companies. The latter saw the position of the national companies as
guaranteed, while the appropriation awarded the Music Board (via the Australia Council)
for all other music forms cast doubt on the availability of funding for smaller artistic
groups.The point was m a d e in Senate (1983:2462) that:
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The Australia Council has to become aware that it must make
a real choice between the stimulation of an appreciation and
even a basic awareness of the various forms of art
throughout Australia, as opposed to ensuring the survival or
the assurance of financial support for one national company
in a particular field of artistic activity, thus ensuring that one
very excellent expression of that art form is to be found in
Australia's cultural life.

In other words, excellent performance by a few for a few, or maybe not quite as excellent
performance but m u c h greater participation by the many. T h e view expressed in Senate
was that the balance w a s "too far towards an elite form of opera and ballet in Australia
that excluded appropriate encouragements for participation by others", that is preference
for elite over non-elite interests. O n e proposal put forward at that time was to provide
forward commitment of funding on a triennial basis, to assist the companies involved,
and save m o n e y overall, but this recommendation created s o m e concerns for the
Government mainly related to reduced Government budgetary flexibility and inability, if
needed, to respond immediately to changing circumstances. It was further decided that in
such an arrangement the Council would also need to be assured of triennial funding
arrangements, otherwise reductions in funding for it by the Commonwealth would prove
detrimental to its other clients.

(c) The Relationship and Question of Balance Between Excellence and Participation
The issue of trade-off between provision for a few major companies or support for many
smaller companies again raised questions about the relationship between h o w well the
Board's distribution of funds met the Council's objectives and whether the objectives of
excellence and participation were necessarily mutually exclusive. T h e principal conflict
the Board had faced up to now, was that which occurred between different music forms
competing for limited resources. This had implied making decisions based on a trade-off
between objectives and prioritising between excellence and participation. This point was
m a d e by the Council as follows:
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For instance, on the criterion of artistic excellence only, the
Board funds some activities appealing only to a minority of
the population. O n the other hand - in accordance with those
ideals of social equity...the Board might fund an activity
which attracts large audiences but is not of the highest artistic
quality in the conventional sense (Australia Council Annual
Report of 1983/84:73).
The priorities for the Music Board in the early 1980s regardless of stated policy,
continued to be directed toward a select few traditional music based companies. It
appeared, therefore, that the greater achievement of excellence at the expense of
participation was more often than not the case as applied to the performing arts, given the
diverse nature of potential objectives to be pursued.

(d) Pattern of Funding Distribution
In 1983/84 the Music Board received its most significant budget increase for nine years, a
13 per cent increase on its previous years budget, which enabled the Music Board to
provide support in areas that had not received any real increase since the late 1970s.
These increases were awarded to composition, performance, the employment of music
co-ordinators and innovative projects. At the same time the Board reduced the Australian
Opera and A E T T orchestra's share of Board funds from 79 to 73 per cent in an attempt to
implement its m o v e toward a more equitable distribution of Board funds across music
activity. Special efforts were also m a d e to increase funding of those areas designated as
priorities by the Council, namely multi-cultural arts, youth arts, art and working life and
artists in the community. Despite these actions, the number of grants to opera projects in
1983 numbered 139 out of a total of 359 grants made, with the remainder distributed
across all other music art forms and activities. A final remark m a d e by the Council in its
Annual Report 1983/84, was that music in Australia would continue for some time yet "to
reflect the imported traditions [but with time] our o w n dialect m a y evolve". This was
certainly supported by the Board's listing of grant recipients for 1983/84, which revealed
that Board funds continued to go primarily to the support of serious music (Australia
Council Annual Report 1983/84:159-171).
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The period from 1980 to 1984, therefore, generally witnessed a continuation of funding
decisions that had been set in place in the 1960s. Despite the Music Board's inclusion of
assistance for non-traditional music activities, a disproportionate emphasis continued to
be directed toward traditional music forms, and in particular a few large companies.
Increased Parliamentary and media debate, as well as discussions within the music
community and the Music Board's dissatisfaction with its level of appropriation, finally
prompted the release in 1984 of a discussion paper detailing some of the problems the
Board faced in its allocation of funds between competing uses.

The Problem of the Allocation of Music Board Funds Between Competing Uses, a
Discussion Paper, 1984

The period 1983/84 marked the release and distribution in the music community of a
number of policy discussion papers by the Music Board. O n e such crucial paper was The
Problem of the Allocation of Music Board Funds between Competing Uses. This paper
explored some of the conflict issues the Board had to contend with because of its various
criteria for assistance. The issues included aspects of equity in Board funding across all
music forms, Commonwealth/State relations and the rationalisation of resources, support
for development and innovation, and the development of access to and participation in the
musical life of Australia versus the maintenance of support for established music
organisations.

The discussion paper attracted over 100 responses from music community members.
Opera companies represented the most critical of all respondents, perhaps understandably
so since the paper drew attention to the fact that opera and orchestras were currently
receiving close to 80 per cent of Music Board funds and that this pattern of distribution
had to change. Opera's concern was with the probable action the Board would have to
take (given that Government funding for music w a s not going to increase), that is to
redistribute its limited support which invariably would mean taking away from, or at least
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not increasing support for opera and orchestras. A s a consequence of the presented
findings and responses, which generally were critical of the perceived inequities in the
allocation of Music Board funds between competing uses, the Music Board commenced
preparation of a medium range proposal for music development in Australia. The
objective of the plan was to translate the Board's policies into a proposal that would
witness "the development of Australian music through more equitable and effective
funding than [had] been available to the entire music community for the past several
years" (Australia Council Annual Report 1983/84:77). Perhaps the crucial term used by
the Council was effective, for there was nothing within the Council charter or Music
Board functions about achieving equity in funding. There was, however, mention of
stimulating fresh activities, extending professional opportunities to professional
performing artists, arousing community interest and participation in music, and remaining
flexible, in other words adapting to changing needs in the music community. The Board's
reaction to the responses to the discussion paper would suggest that it saw its policy to
date as somewhat inequitable and generally unresponsive to changing needs, in other
words that it could be seen to be suffering from policy rigidity.

Music Board Funding Patterns, 1984/85

The Board's budget in 1984/85 witnessed another increase (on the previous year) of 1
per cent O f the total allocation, 71 per cent was assigned to opera and the A E T T
orchestras, leaving 29 per cent for all other music activities. Comments about the large
amount of funding for the arts which subsidised a relatively small cultural segment of the
Australian population appeared in Parliament. In particular the alleged "inequity in
finding" was seen to be most evident in the Music Board's allocation to the high arts and
the minimal attention given to the "needs of Australians w h o are interested in
contemporary music", in other words, popular culture was said to be not receiving "an
equitable slice of the music cake" (Pari Debates H of Reps 1985:1066). For example, in
the previous financial year (1983/84), contemporary music (as opposed to fine music)
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had received only approximately three per cent of the Music Board's appropriation. Once
again questions were raised in Parliament about the Board's rationale for such support
patterns and explanations demanded about how, if at all, contemporary music failed to
meet the Music Board's stated objectives. According to s o m e politicians m a n y
contemporary music activities were representative of high standards of performance that
were accessible to a large segment of the population, and a call was made for the Board to
better reflect the diversity of music forms that existed in Australia and so broaden its
funding policy (Pari Debates H of Reps 1985:1429). The present funding arrangements
of the Board were seen to be essentially "favouring one age group against another, one
income group against another, and a minority against a majority" (Pari Debates H of Reps
1985:1067-1068; 2359). A more broadly based need was also identified at this time, that
of a nationally conceived arts policy that outlined a framework of broad priorities. There
followed in October 1985 a major statement on arts policy by the Federal Arts Minister, in
which acknowledgement was given to the need for some re-working of Australia Council
policy and objectives. A subsequent request was m a d e of the Council to review its role,
structure and processes (Pari Debates H of Reps 1985:2375-2384).

Given the proposals of the discussion paper The Problem of the Allocation of Music
Board Funds between Competing Uses and ensuing discussion, the Board indicated to
the Australian Opera that its current level of funding would be maintained for the next two
years and that it would receive no increase during that period (Australia Council Annual
Report 1984/85:94). Not long after this decision, the Australian Opera presented to the
Board the findings of an internal review of its financial problems and claimed the need for
an additional $1 million annual subsidy in order to continue its current operation. The
Board did not relent claiming this would only further reduce support for non-opera
activities. T h e incident generated considerable media and Parliamentary debate. Claims
were m a d e by the Federal Opposition that the Government had a responsibility to see to it
that Australia's flagship companies of excellence were guaranteed sufficient funding to
survive, and h o w contrary to the commitment for support for Australia's companies of
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excellence given by Prime Minister H a w k e in his 1984 policy speech, the Labor
Government had (through the Australia Council) cut the budget of the Australian Opera
by 15 per cent. The result of such action was that the Opera faced bankruptcy (Pari
Debates H of Reps 1985:739). The response by Government was to award the Australian
Opera a special once only cash grant of $1.7 million to ensure its continued operation.
This once again serves to demonstrate the power of a unified elitetohave its voice heard
and the interdependence of intra elite groups (business, government and bureaucratic).

With the decision made to maintain the Australian Opera's level of funding for t
two years, the Board was able to make a number of new commitments. For example, in
composition, the Board implemented a new plan which provided support for composers
that would (conceptually) allow 15 composerstowork full time, 25 to work half time and
another 40 to receive some subsidy to continue their composition work. In performance,
funding - albeit modest, was provided to a number of performing organisations and
ensembles that had not received support in the past, such as the Australian String Quartet
La Romanesca - an early music group from Melbourne, and the Mucky Duck Bush Band
from Perth. In community development and education, support was provided for the
establishment of five new community music schools and community music co-ordination
programs. In the area of documentation and dissemination, support was given to the
establishment of a position in Australian folk music at the University of N e w South
Wales. In other words only by freezing support for some clients and music activities
could the Board attempt to better share its limited funds with other clients and music
activities.

The Music Board Medium Range Plan, 1985-1989

The period of 1984/85 was generally one of reflection for the Board as well as th
Council, and one based principally on responses to the discussion paper, The Problem of
the Allocation of Music Board Funds Between Competing Uses, which generally
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supported a change in the allocation of Board funds. A s a result the Music Board
undertook the formulation of a plan for coherent musical development in Australia. This
substantiated the Board's perception that necessary future development in music was only
possible with more funds (Australia Council Annual Report 1984/85:93). The plan
represented an extensive review of the Board's role and function and was "to define the
basis and rationale for a plan of development for Australian musical life through to 1989,
with reference to the objectives set forth in the Australia Council Act as they [applied] to
music". The plan was further intended "to ensure as far as possible that funds [were]
allocated equitably in pursuit of the sometimes conflicting objectives of the Australia
Council Act". (Music Board Medium Range Plan 1986:A-2.1; A-3) Very importandy past
and present applications of Music Board funds were found to be not in accordance with
the Australia Council Act. Recognition was awarded the fact that much of the budget up
to then had been dedicated to the preservation of organisations that otherwise would not
have survived (that is a rationale based on the costs of production associated with the art
form, rather than their value to the community as a whole, present and/or future). Greater
flexibility in the current budget strategy was called for to ensure the well-being of all
music forms and activities, and a set of strategies was proposed for the four primary
categories of composition, performance, community development and music education,
and documentation and dissemination as well as a supplementary area that was to
encompass innovation and management

(a) The Council Objectives Interpreted
In recognition of the fact that the Music Board was constitutionally bound to uphold the
objectives of the Australia Council Act the Plan provided an interpretation for each of the
stated objectives, but at the same time recognised that it was not advantageous to set the
objectives of the Act in a one to one relationship with the Board's four funding
categories. Accordingly it claimed that the most appropriate means of accomplishing
Council objectives was to ensure that there was an appropriate balance of achievement of
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a number of the objectives in any one of the activity areas (Music Board Medium

Range

Plan 1986:B-2).

Excellence was said to be determined by context, and could be applied separately to
content and execution. T h e provision of professional opportunities, access and
participation could be encouraged through various means including the provision of direct
support for professionals, the provision of opportunities for access to performance, the
promotion of public debate, and arts education. Cultural identity was achievable in two
ways, through identification with Australia's "artistic ambassadors" such as Roger
Woodward, and through the expression of local content. Freedom of expression was said
to encompass the central concepts of arms length and peer assessment, and the provision
of support for the unconventional creative artist was also considered to be bound by this
objective. Finally, the objective of international recognition was interpreted as being
achievable through touring programs, and the export of recordings and scores.

(b) Proposed Change of Emphasis in Allocation to Music Activities
The Plan called for the phasing in of altered allocation levels to the four categories of
composition, performance, community development and documentation, to be achieved
by 1989. In 1985 composition was allocated almost four per cent, performance just over
nine per cent (71.1 per cent if the Australian Opera and A E T T orchestras were included in
the total allocation), community development received just over six per cent, and
documentation one per cent T h e supplementary category was allocated six per cent.
According to the Plan, by 1989 composition was to receive 10 per cent, performance 22
per cent (50 per cent if the Australian Opera and A E T T orchestras were to be included),
community development 10 per cent, documentation three per cent, and the
supplementary category five per cent of total Board funds. It was anticipated, therefore,
that overall percentage allocationstothe four categories would increase, while percentage
allocations to opera and orchestras would decrease (even though support to these might
still increase in real terms). Achievement of these objectives were, however, dependent
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on a real increase in funding levels of 81.5 per cent over 1984 levels (Music
Medium

Board

Range Plan 1986:B-6). In an interview conducted with D r Richard Letts (the

then Director of the Music Board and a key figure in the preparation of the Plan), about
the validity and usefulness of the Plan if the necessary funding was not forthcoming, he
commented that even given this probable end result, the Plan still set out in a fairly
thorough w a y a well considered policy to which future Boards could refer. It accordingly
"provided a w a y forward, a vision to fight for" (Australian Music Centre N e w s , N o 7
1985:19).

(c) Composition
Specifically in the area of composition, the Plan's purpose was basically two fold. First
it aimed to m a k e it financially possible through subsidy, for a number of composers to
secure either a full or part-time living from their work, and second to develop a market for
their work nationally and internationally. The mechanisms whereby these objectives could
be realised were akeady in place (composer commissions and residencies), but it was
intended that the level of support would be raised. Increased support for composers was
justified on the grounds that this would contribute to the attainment of excellence, access
and participation, increase in public appreciation, increase in work opportunities and the
development of a national cultural identity. In particular the objectives of excellence in
creativity and the development of cultural identity were viewed to be well served by this
category of activity. The type of composition to be given apparent priority was serious
music composition (Music Board Medium Range Plan 1986:C 1-3).

(d) Performance
In the area of performance, support w a s to be directed to fostering high quality
performances of a professional standard in order to contribute to the development of
artistic excellence. Amateur performance was not to receive priority "in the use of scarce
funds". Performance subsidy was specifically directed towards professional music
practice, and in this w a y was said to support the pursuit of excellence and the creation of
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professional opportunity. The access and cultural identity objectives were also seen to be
met to some degree by the provision of support for performance, but were considered to
be very dependent on the actual group or project being supported, while the participation
objective could only be met marginally. While the support of music created by Australians
was to receive priority, support was to be extended beyond this to include music of
artistic excellence in any form or style, a point that was not m a d e explicit in the (support)
criteria for composition (Music Board Medium Range Plan 1986:C 2-3, 2-4).

Specific discussion was given to opera and the recognition that there w a s dissension on
the issue of continued current support levels for opera by the Australia Council. The
Music Board also stated an awareness of its responsibility to assist state opera companies
but claimed that it would only provide such assistance "within the larger context of
reducing the percentage allocation to opera overall" (Music Board Medium Range Plan
1986:B-15). In applying the Australian Opera achievements to the Australia Council Act
objectives, the Plan pointed out that the Opera had contributed to the pursuit of excellence
and to the expression of cultural identity. The Plan stated, however that:
On the broader definition of access, the application of 57 per
cent of Music Board funds to the benefit primarily of around
100,000 people, or about .006 of the population, [was]
inequitable. ...A similar argument applies to the objective of
participation.
...In briefer summary, considering the number of other
forms of music which have a similar claim for support in
their pursuit of excellence, and the audiences served by opera
in comparison with other musical forms, the allocation of
funds to opera is difficult to justify (Music Board Medium
Range Plan 1986:B-17-18).

The Music Board faced with this trade-off situation compromised by providing to the
Australian Opera the m i n i m u m subsidy necessary to continue its operations at an effective
level. It accordingly set aside an allocation of around 40 per cent for opera overall.
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Other expectations outlined in the Medium Range Plan for the performance program
included, the transferral of the A E T T orchestras to ownerships based in Sydney and
Melbourne; a restoration of the quantity of choral and vocal ensemble music; a more even
distribution of classical instrumental ensembles in central and regional areas; the
establishment of at least one specialist contemporary ensemble in each major city; an
increase in support for jazz, folk, band and ethnic music; and the fostering of originality
and excellence in popular music styles. Recognition was awarded the fact that subsidy to
the practice of popular music had not featured within the traditions of government
intervention in the arts, but at the same time that much popular music was self sufficient
However, the Plan conceded that "in the interest of equity, it [was] appropriate to
examine the field and to determine whether there should be a role for public subsidy"
(Music Board Medium Range Plan 1986:C 2-74). The Plan accordingly proposed that
applications for assistance for popular music projects would be considered under all
Music Board categories on their merits, and those that demonstrated originality in musical
content as well as excellence in performance would be favoured. A s a result the Plan
attempted to not only expand the Board's role, but also to alter its direction of allocation
to give country regions, small companies, and popular music forms an increased share of
available funds.

(e) Community Development and Music Education
In the area of community development and music education, the Plan proposed that
"Australians everywhere [would] have increased access to music performance and
instruction and opportunities for music making" (Music Board Medium Range Plan
1986:B-12). Community and regional co-ordination programs were to be doubled in
number, music presentations to school students were alsotobe expanded and community
music centres would continue to be supported. S o m e sharing of responsibilities for this
area would occur with the Community Arts Board, although its grants were found not to
favour music (Music Board Medium Range Plan 1986:B-24). In terms of competing
bases for the distribution of funds, support for community development and education
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was considered instrumental in the achievement of greater participation in and access to
music, while the objectives of excellence and cultural identity were considered to be
served in a broad sense only.

(f) Documentation and Dissemination
Within the documentation and dissemination program, a category which to date had

received marginal resource allocation, achievements were to be focussed on research in
and recordings and broadcasting of Australian music and musicians, as well as the

publication of Australian scores and books on Australian music. As far as the trade-of
between live and media presentations of live performance, subsidy to recorded and

televised presentations was viewed as one crucial way of helping to achieve the object
of access, because "more than any other art form, which is not inherently bound to
mechanical or electronic dissemination (literature, film), music extends its audience
through electronic means" (Music Board Medium Range Plan 1986:C 4-3).

(g) Response to the Plan
The Medium Range Plan, which showed what was possible for Australian music with an

increase in funds it described as "relatively modest in national terms" (Australia Cou
Annual Report 1985/86:43), was published and disseminated by the Music Board in

February 1986. Directly following its release, a series of two day public meetings wer

held in each of the capital cities to solicit comment. Needless to say the level of fu
increase demanded by the Music Board of the Government to achieve the proposed
changes was not forthcoming. Accordingly, while the Plan's policy recommendations

were generally endorsed by the music community, not all eventuated in practice. Aspect
of the plan that were implemented included the composition plan, the establishment of
contemporary ensembles in each city, an increase in support for jazz, folk and ethnic
music, and the setting up of a number of community music centres.
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After the Medium Range Plan

The Music Board's budget in 1985/86 represented an increase of seven pe
previous years allocation. Although the Board had announced its intention to freeze
funding for the Australian Opera for the next couple of years, Ministerial requests to
review that decision resulted in the Board providing a supplementary grant of $200,000
to the company in 1985 as well as an additional $45,000 to go to the cost of an internal
study of the company's operations (Australia Council Annual Report 1985/86:41). The
internal report had concluded that the Australian Opera would have to become a part year
company, that is operate for only seven months of the year or liquidate, if it did not
receive increased support. At the Cultural Ministers Council held in May 1986, it was
decided not to increase subsidy to the company but instead that the Board should "tighten
its monitoring of the company" and have it submit program and financial proposals three
years in advance (Australia Council Annual Report 1985/86:42).

With more than 58 per cent of the Board's 1986/87 budget still designat
of opera, the Board found it increasingly difficult to cope with the multitude of requests
from other music forms (Australia Council Annual Report 1986/87:46). The State opera
companies program was discontinued in 1987, but an increased allocation of funds was
made available for opera/music theatre special projects. The Board also increased its
assistance to contemporary rock music and set aside $30,000 for young rock musicians
who had not released a record publicly,tohelp them in their preparation of demonstration
tapes (Australia Council Annual Report 1986/87:46). This support was further expanded
the following year through recording and performance programs.

The period 1985/86 witnessed considerable examination of government sup
arts. One of the most comprehensive reports to emanate from the examinations was the
McLeay committee's report. This committee which was informed by both groups and
individuals in the community, made recommendations which had far reaching
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implications for the future structure and operation of the Australia Council's Music
Board.

Patronage, Power and the Muse: Inquiry into Commonwealth Assistance to the Arts,
1986

The Inquiry into Commonwealth Assistance to the Arts submitted its Report, known as
the M c L e a y Report, in 1986. A s part of its terms of reference the Inquiry reviewed both
the procedure for the allocation and distribution of funds available for the arts through
Commonwealth budget and the impact of the present levels of allocation. In addition to
reporting on the present funding arrangements, the Committee was to also survey current
issues and concerns in the arts industry.

(a) The Issue of Music Board Budget Allocations
O n e of the major issues the Report focussed on was the proportion of funds that had been
allocated to the major performing arts companies. Earlier in 1985, M c L e a y addressing the
House of Representatives had stated;
...that a disproportionately large amount of funds subsidise a
disproportionately small cultural segment of our society. This
apparent inequity is exemplified for instance in the music
sphere. ...the Music Board, receives approximately 2 5 % of
the Australia Council's total allocation.... O f this total $9.8m
some 7 3 % was allocated to the Australian Opera and the
Australian Elizabethan Theatre Trust Orchestras (Pari Debates
H of Reps 1985:1066).

McLeay also noted that some of the remaining 27% of the Music Board's total budget
allocation, w a s further earmarked for "what one might call fine music" and not the other
music forms of jazz, folk, ethnic, rock or pop (Pari Debates H of Reps 1985:1067).
Whilst recognition was given to the fact that the preservation of cultural heritage was an
important goal, the Inquiry considered that there w a s cause for concern w h e n this
invariably occurred at the expense of other possibly n e w companies and innovative or
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new art being given a chance to develop (McLeay 1986:144). According to Di Yerbury
(General Manager of the Australia Council), the Council felt locked into long-term
patterns of funding and was suffering from what could be interpreted as policy rigidity
because of the nature of its responsibilities. The direction of funds had, therefore, given
preference to the large established music companies rather than the smaller grass roots
community companies, and despite the Board's objectives which encompassed the
performance of all musical styles, funding (as determined by peer assessment procedures)
still favoured fine music Q?arl Debates Senate, 1985:184).

(b) McLeay's Recommendations for Music
The Report concluded that there was a need for a 'better' balance between the goals of
preservation and innovation and went on to propose recommendations for future action
that reflected the approach that a wide range of cultural activities was beneficial and that
the high arts were not the sole repositories of artistic merit The Inquiry took a close look
at the Australian 'flagships' and recommended that they be accountable for the large
public investment they represented. Further it was proposed that a system of triennial
funding for the Council's three largest clients be introduced to help reduce their operating
costs. Essentially recognition was given to the notion that if they were unable to manage
their affairs the flagships would (and should) collapse just like any other company.

According to the McLeay Report (1986:168), there was sufficient information available
support a conclusion that selected government interventions in contemporary music could
lead to very significant public benefits. The Report stated that "because the public benefits
of new art depend on their broad accessibility to the community, a small improvement in a
widely accessible art form like contemporary music m a y give rise to greater public
benefits than a large improvement in a less accessible form such as live theatre". The
Report acknowledged the need to assess whether the Australia Council's current structure
could ably administer programs of assistance to rock as well as opera, and even whether
its operating structure was sufficiently broadly based to include popular music forms. U p
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to n o w there had been little contact between the Australia Council and the contemporary
music industry, and the latter had not generally been viewed by the Council as an eligible
art form. O n e of the recommendations put forward by the Report to address this issue
was that the Australia Council together with the Technical and Further Education sector
should provide business training, and training in recording and production techniques.
Further they should establish a scheme to assist talented contemporary musicians in the
production of their first tapes/records (McLeay 1986:Ch 10), (something the Board
initiated in 1986/87).

An overall rationalisation of State and Commonwealth resources devoted to major
performing arts organisations was also called for by the Inquiry (McLeay 1986:150). A
similar concern about the "unco-ordinated effort" between the various avenues of
support had been m a d e ten years earlier w h e n the I A C claimed that the largely ad hoc
situation between the levels of public support m a d e it impossible to ensure that the pattern
of assistance for the arts was consistent and equitable. Further claims were m a d e that it
was difficult under current structures to compare resource allocation between Boards and
programs and assess if these allocation choices were the most efficient possible (Yerbury
in M c L e a y 1986:117).

The Report presented a strong argument for decentralisation of decision making (for
administrative as well as democratic reasons), to m o v e beyond the cultural
accomplishments of the post-war elite upper middle class entrepreneurial groups, to
supply the cultural needs of a diverse population, and so assist in the development of a
democratic culture (Rowse in M c L e a y 1986:86). Essentially there w a s a call to
decentralise responsibility for small grants and centralise responsibility for large ones. It
was recommended that the areas of advocacy, research, planning, international programs,
Aboriginal arts and support for national organisations should remain the continued
province of the Council, and to this was added control of funds in order to secure a link
between administration and policy (McLeay 1986:93).
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A s commented in the preceding chapter, the Council did not accept all of the Report's
recommendations but it did give particular attention to the issues of devolution and h o w to
achieve this, as well as the need for the Council to review its legislative framework. O n e
of the major results for music of the M c L e a y Report proposals was the amalgamation of
the Music and Theatre Boards into a single Performing Arts Board (to be discussed in
more detail shortly).

The Australian Music Industry Report, 1987

Another comprehensive study conducted at approximately the same time as the McLeay
Report was The Australian Music Industry Report, by Hans Guldberg. The study was
commissioned by the Music Board to complement to some extent the proposals for
change put forward in the Board's Medium Range Plan, and to gather information about
and evaluate the contribution of the music industry to the Australian economy. The
Guldberg Report was specifically intended to provide an informed perspective about the
size and elements of the industry it served, and provide information about the impact of
public funding against which the Board could develop policy (Guldberg 1987:2). Its
implicit mission was to demonstrate to government that its support for the music industry
was generally insufficient and that certain sectors of the industry (most notably individual
musicians) received verytittleif any support at all.

Like the McLeay Report and the Medium Range Plan, the Guldberg study reiterated the
fact that the Board had faced extreme difficulty in its allocation of what was essentially a
very limited amount, to "the immense spectrum of music activities" that existed, and that
this was exacerbated by the Board's obligations to opera and service orchestras.

A number of overall key issues were identified by the Guldberg Report. For example, it
revealed that an estimated $252 million of public funds were injected into the Australian
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music industry in 1984/85, nine per cent of which was directed through the Australia
Council and State arts authorities. Further the music industry in 1984/85 was worth about
$1.5 billion, or approximately 0.7 per cent of gross domestic product, with at least
60,000 persons deriving some income from music activities. Musicians were on the
whole, however, found to be poorly remunerated, especially popular full-time musicians
and ethnic musicians, w h o were found (generally) to be unable to m a k e a living from
playing their music. Guldberg also commented on the lack of geographic dispersion of
music activity within Australia and the inaccessibility to quality live music performance
for m a n y rural populations (Guldberg 1987:14). This last issue was addressed in some
detail and it was found that not only did a large proportion of Australia Council funds go
to the national performing arts companies, but given the concentration of national
companies in Melbourne and Sydney these two State capitals were the most favoured
regions. For example, Tasmania, South Australia and West Australia derived little benefit
from the national Opera Company. This again raised the question of trade-off between the
achievement of different policy objectives and funding allocation choices that had been
m a d e by the Music Board. T h e capital cities, but especially Sydney, were found to
dominate manufacturing and recording activities and constituted in most cases, the
headquarters for most music organisations. The study also went on to reveal that Music
Board grants were "not distributed in the same ratio as the population".

The Guldberg Report did not provide specific options for implementation, that was not it
brief, but it did call for a narrowing of the gap between all music forms, commercial and
fine, and all matters raised by the Report were duly considered by the Music Board.

The Establishment of the Performing Arts Board, 1987

(a) Responsibilities
Intinewith the M c L e a y Report recommendations of September 1986, July 1987 marked
the establishment of the Performing Arts Board, which amalgamated the Music and
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Theatre Boards. The n e w Board assumed responsibility for dance, drama, music,
puppetry and young people's theatre, and in keeping with this the programs of assistance
were n o w streamlined into the four generic categories of performance, creative
development, professional development and resources and communication. The aim was
to simplify procedures for both applicants and decision makers (Australia Council Annual
Report 1987/88:26). Assistance for performance was to include annual, multi-year and
project grants as well as support for recording and international touring; creative
development was to include commissions, fellowships, residencies, creative development
projects and youth arts; professional development was to include master classes, visiting
teachers, traineeships and individual development; and resources and communication was
to include national performing arts service organisations, music co-ordination programs,
publications, conferences, improvement of management and documentation and
preservation (Australia Council Annual Report 1989/90:17). In order to "lessen any
problems associated with the change", the n e w Board, like its predecessor in 1973,
adopted the budget priorities established by the previous Music and Theatre Boards for
the 1987/88 period.

(b) Peer Review Committees
Six peer review committees were set up, one each in dance, drama/puppetry and young
people's theatre (amalgamated in 1988/89 into one drama committee), and three in music
to deal with community/education/resources, music composition and music performance
(reduced in 1988/89 to two committees, namely, music composition and music
performance). The role of these committees was to provide assistance in grant decision
making and to give art form specific policy advice (Australia Council Annual Report
1987/88:28).

(c) Funding Issues
During 1988/89 the Performing Arts Board introduced a multi-year funding program (as
proposed by McLeay), to provide rolling triennial funding to the Australian Opera, the
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Australia Ballet Foundation, Musica Viva and the National Music C a m p s Association
(Australia Council Annual Report 1988/89:31). The overriding aim was to improve both
planning and accountability. Increased close contact between the Board and its funding
partners at the State and Territory level also occurred to ensure "greater peer involvement
better policy development and increased decentralisation". Arts management advisory
groups were also established, but only in Sydney and Melbourne, "to bring together
client companies with the business community to deal with a range of management issues
(Australia Council Annual Report 1989/90:17-18).

(d) Role and Membership of the 'New' Board
The role of the Boards also changed at the time of amalgamation, so that their principal
function was to be the development of policy proposals for n e w and existing programs,
while decision making about grant applications was to rest with the committees. Added
significance was attributed to the membership make-up of the Board, as it n o w had to
look after all music and theatre art forms. A s pointed out in the M c L e a y Report
(1986:106), the selection and induction of Council and Board members probably had
more effect on the Council's performance than anything else. According to Battersby
(commenting in M c L e a y 1986:107), it was unfortunate, however, that in Australia,

appointment to the arts [was] taken less seriously at
government level than in other areas considered more vital to
national development. Proposals from within the
organisation tend to perpetuate in-groups and particular
values. Occasionally, certain Ministerial appointments have
reflected intensive lobbying. Membership choices need to
relate more explicitly to forward planning and policy making.

In Dr Battersby's view, members had "tended to arrive with a perception of the Council
based on their previous experience" and as well they basically lacked adequate induction.

As at June 1991, the Performing Arts Board was made up of the Chairman and eight
rnembers.There were also advisory committee members in dance (seven members), music
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composition (seven members), music performance (seventeen members), and drama
(fourteen members). The Performing Arts Board, which represents the decision making
structure, is complemented by an administrative structure called the Performing Arts Unit
The current make up of the music composition committee is five, four male and one
female, with three of the members from N S W , and one each from Victoria and South
Australia. All are composers and/or composer educators. Within the music recording
committee, there are six members,fivemale and one female, five of whom are from
N S W and one from Victoria. The areas of expertise represented are three composers, two
record producers and a choral conductor. Both the music composition and music
recording committees share the same chair. The music performance committee is made up
of seven members, four male and three female, four of whom are from N S W and one
each from Victoria, West Australia and Tasmania. The areas of expertise represented in
this committee are three performers, two composers, an administrator and an academic as
the chairman.

On the issue of membership representation, the McLeay Report had observe
toward traditional music forms and had suggested that the Council structure it surveyed
was not representative of true peer review. It claimed that the small number of peers on
the Council and its Boards, coupled with the diversity of art forms and issues they had to
deal with, appeared to work against true peer review. According to the Report the two
major elements of peer review, namely the extent to which peers should be involved in
decision making and how to select peers who were truly representative needed some reworking. Proposed measures put forward by the Report to deal with these included
grouping grants to major organisations into one program and giving responsibility for
small grant applicantstoState and local government authorities).

It would appear that the McLeay Report observations were correct and equ
to the make-up of the Performing Arts Board as at June 1991. It is obvious that the
male/female ratio remains significantly biased in favour of male representation, and

163

geographical spread of membership is not being achieved. The current situation sees a
disproportionate representation by members from N S W , and to a lesser extent Victoria,
and absolutely no representation from Queensland. O f all the different music activities,
composition is the most represented on all peer review committees. A n analysis of
Music/Performing Arts Board membership patterns since 1974 also reveals the lack of a
complete turn over in membership as recommended by the Australia Council Act, 1975.
This refutes the Council's objective of not having certain viewpoints becoming
entrenched in Board decisions, and a situation where continuation of membership
hampers overall receptiveness to new ideas. For example, a current member of one of the
Performing Arts Board's committees has been formally affiliated with the Australia
Council since 1974 intermittently for a period of ten years, and two of the Board's peer
review committee members have been continuous members for seven years. These
members have also been regular clients of the Australia Council since the 1970s. It would
appear that a music elite with the abilitytoinfluence funding directions exists in Australia.
This is further borne out by examples that include the former President of Musica Viva
assuming the Chairmanship of the Music Board from 1974 to 1977, then becoming a
management coordinator of the Australian Opera from 1979 to 1981 and a commissioner
of the A B C in the early 1980s. The issue of Board and peer panel membership make-up
constitutes an important determinant of h o w Council and Board policies are interpreted
and ultimately what share of available funds different music forms, organisations,
individuals and projects receive. The examples provided above appear to point to the
existence of a consensually integrated music elite network within Australia.

The Key Issues in the Development and Role of the Australia Council's
Music/Performing Arts Board

Three interrelated key issues have emerged in the development and role of the Australia
Council and its Music/Performing Arts Board. They are first, the interpretation of the
concept of excellence (a key criterion for grants), which has led to the second issue, a
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channelling of Council funds d o w n a narrow path, predetermined to a large extent by
policies and practices the Council inherited from former arts agencies (and to some extent
by political pressures to fund certain music activities and associated established
institutions). Third, the implementation of past and present practices has been aided by
the membership of the Council, its Music/Performing Arts Board and peer assessment
panels, w h o appear to have generally subscribed to elite interests.

Therefore, although a broadening of arts policy commenced in the 1970s to accommodate
egalitarianism and the populist theme, funding choices m a d e by the Board since then
reveal that there is still a tension between elitism and egalitarianism based on various
criteria, and an apparent preference given to elite (high art) interests. These issues are
n o w revisited and framed within the elite-power perspective as a means of providing a
more complete picture of the relative emphasis the Council has given to elitism versus
egalitarianism, and traditionalist versus populist music art forms.

The Issue of Excellence

(a) Interpretation of Excellence
T h e Australia Council Act does not provide an interpretation of what is meant by
excellence in the arts, so application of this objective has been subject to varying
interpretations by the Council and its various Boards since 1973, as well as by the
Government in office at any one time. The interpretation that appears to have been given
preference equates excellence with elitism where the latter refers to the so called best of
traditional European performing art forms (such as opera and classical orchestral styles)
presented for the most part by large, city based, professional companies. Further, the
objectives of excellence and participation have been interpreted and treated in practice as
dichotomous entities, so that the question of trade-off between the two has seen
excellence as the recipient of the greater amount of support. Accordingly popular art has
c o m e to be equated with commercial activities, and subsidised art with elite quality
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activities of excellence. Support for excellence in m a n y ways has also meant support for
music that is of interest to a minority of the population, while support for participation
O_roadry defined) has meant assistance for music of current interest to a majority of the
population. At the same time, however, recognition must be given to the political
pressures that have been placed on Council by the governments of both parties to
continue funding for opera and the orchestras, and particularly for the Australian Opera.
The latter in conjunction with the governments often worked (as an elite) in opposition to
Council decisions especially w h e n the Opera company was likely to be affected. For
example the government's decision that there would be a national opera company could to
some extent be interpreted as a means of ensuring that the Australian Opera continued to
receive funding.

In summary, in Australia the history of support for the performing arts has been a
demonstration of assistance that has given preference to certain music forms and the
institutions that represent them. T h e membership of these music forms and institutions
has comprised a strategic arts elite w h o have been able to influence and affect national
music policy goals in Australia through the Government's mediating arts organisation (the
Australia Council) individually, regularly and seriously. T h e individuals that go to m a k e
up this cultural elite have enjoyed both high social status as arts consumers and
producers, and have held an element of control over the funding arrangements available to
the arts in Australia since the 1950s.

(b) A Question of Balance Between Excellence and Participation
A s commented on in the previous chapter, the Australia Council recognised that an
imbalance had occurred between the achievement of excellence and participation and that
the two have been treated as two discrete objectives competing for limited funds. It also
acknowledged that Council funding patterns had given preference to certain arts
organisations and art forms. T h e Council explained the imbalance by claiming that
although its commitment w a s to the achievement of excellence in the broadest possible
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way, its obligation to sustain support for opera and orchestras (based on the economic
merit rationale), had meant having to limit available support for other music projects
(Australia Council Annual Reports 1975/76,1976/77, and 1982/83).

The question of imbalance between art form recipients was also the subject of several
inquiries conducted into the Council's operations. For example the I A C Report 1976,
adopted an interpretation that called for assistance based on access to a diversity of art
form experiences and recommended a re-direction of support patterns which it deemed at
that time to favour a select few art forms and companies. Ten years later, the M c L e a y
Report proposed similar findings and recommended that the Council m a k e more explicit
its commitment to excellence in all its manifestations, not just the high arts, even though
this did not necessarily m e a n an equal division of support between art forms. This
interpretation had also been reaffirmed by the Music Board Medium Range Plan, 19851989. The response from the Council to these proposals has generally been slow, and
although some support is n o w designated for non-traditional performing art forms such
as jazz, folk and rock music, the amounts are still relatively small.

The Council's interpretation has, therefore, meant a focus of support for certain form
musical expression and standards of excellence. W h a t these favoured music forms in turn
have reflected is the standard of excellence that can be achieved w h e n provided with
support over a period of time. Current practices therefore point to a need for the
Government, through the Australia Council and the Performing Arts Board, to m a k e
more explicit its intention not only in policy but also in practice, about its objective of
excellence as it appliestoall art forms.
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The Issue of Inherited Funding Patterns

(a) Past Choices
Limited available funding for the arts since government support began in the early 1900s,
has always meant making choices about alternatives. Early decisions about arts
development were largely subjective as no substantial data base existed about arts needs
in Australia at that time (Battersby 1980:25). The initial choices m a d e for the performing
arts in the 1950s by a small cultural elite w h o were able to persuade the Australian arts
community and arts administrators to accept their cultural values, gave priority to the
traditional European art forms. Even n o w forty years on, within the context of a m u c h
more diverse Australian arts culture, there appears to be a continuation of these general
subsidy patterns. These patterns of assistance have n o w become so firmly entrenched in
Council activities and perceived obligations that it appears to be almost impossible to
imagine any real overall change. Pick (1986:4) for example, commenting on this issue
within the British arts policy context suggested that once a government has supported an
activity, it is loathe to appear to change direction even w h e n "original purposes have been
outlived"; and once companies are "locked into" the funding system it is difficult to
appropriate funds away from them to other companies. A s will be discussed in chapter
nine, such concern is specifically held by some members of the music community about
the Australian Opera and its receipt of direct line funding. The perception is that if the
Opera becomes a permanent recipient of Government funds, it will no longer be subject to
the same amount of accountability as other music activities and its 'value' will be rarely
reconsidered.

(b) Present Choices
The Australia Council not only inherited well established policies and practices from past
arts support agencies such as A C F T A , it was also set up with considerable haste, without
the opportunity to fully evaluate the effectiveness of what had gone before. After it
received its statutory charter in 1975, the Australia Council began to experience real loss
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of income and its response was to give continued preference to the most visible and
expensive art forms. Even though the Council recognised that the core activities of these
companies were not necessarily connected to the objectives of innovation or wide public
access, its rationale for support was linked to a pre-determined obligation to fund these
(in most instances non-commercially viable) centres of excellence. A practice which has,
according to some within the arts community, helped to "reproduce the cohesion and self
assurance of the political and economic elites of this country" (Rowse in Meanjin
1981:450).

(c) Choices Made and the Question of Balance
The Council's Music/Performing Arts Board acknowledged the bias that occurred in its
allocation choices (to orchestras and opera) and conceded that there was both a need to
improve on the funding patterns of the past, which had not always been equitable or had
even yielded the most effective results, as well as to include more support for
contemporary music forms ( Annual Report 1980/81:42, 49; 1982/83:67; 1983/84:77,
159; 1984/85:92; Medium

Range Plan 1986:B17-18). This meant greater flexibility in

budget strategy, as implemented by the Council's Performing Arts Board, and an attempt
to lessen the gap between traditionalist and populist music forms. (It is ironic that
although the majority of the Performing Arts Board music funds have been allocated to a
number of large performing arts organisations, the Board's influence within these major
music organisations is minimal and m u c h of the Board's work is in relation to the small
residual amount of funds). Accordingly Board identified priorities for the 1990s are to
increase the level of support for the broadcasting of Australian music and composition, as
well as for aspects of jazz, folk, rock, multi-cultural, and popular music.

A key question that needs to be addressed by the Council and the Performing Arts Board
in its attempts to lessen the gap between traditionalist and populist music forms is h o w to
best achieve a balance between economic and artistic criteria. For while it is important to
provide support for the 'high achievers' (who m a y or m a y not be rewarded in the market
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place) it is also necessary (as determined by the Australia Council Act), to assist those
musicians w h o foster innovation and experimentation. T h e situation becomes more
crucial when, as is the case in the 1990s, Government funding allocation to the Australia
Council is considered insufficient, by the Council and arts community generally, and has
been decreasing in real terms since the mid 1970s.

In summary, it would appear that the intentions of the Australia Council have for the mo
part conformed to the conservative elite perspective, in that its Music/Performing Arts
Board has perceived its role as one of performing essential and beneficial functions for
the performing arts in a co-ordinated w a y for the betterment of the music community as a
whole. Furthermore, the w a y in which the Council has perceived its functions suggest
four interrelated deliberate characteristics. First, the symbolising of the moral unity of a
collectivity by emphasising c o m m o n purposes and interests; second the co-ordination of
diversified activities; third, the resolution of group conflicts; and fourth the protection of
the collectivity from external danger. These characteristics have been reflected in the role
the Australia Council has attempted to assume on behalf of both the elite and non-elite.
This role could be interpreted as containing two components - first, the provision of
leadership and direction for the arts community as a whole, as provided in the Council's
statement of functions; and second, acting on behalf of the arts community to secure
continued financial support from Government

As commented earlier, the Council and Music/Performing Arts Board's intentions to meet
the needs of both the elite and non-elite have been hampered by political pressures to
maintain funding for the Australian Opera and the orchestras. Yet at the same time recent
Federal Government inquiries into assistance for the arts (most notably the I A C Report in
the 1970s and the M c L e a y Report in the 1980s), have called for a change to be m a d e to
the entrenched value system that has witnessed the traditional music forms and the
established institutions associated with these such as the Australian Opera, assume the
role of governing music elite. A gradual sharing of power is being called for in the 1990s
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more than ever before, so that a more equitable distribution of power occurs that sees the
'old elite' share their power with the n e w organised groups representative of music forms
including jazz, rock, folk and multi-cultural music. In closing it would appear that
judgements m a d e thus far by the Council and its Music/Performing Arts Board have to
some extent been politically unavoidable.

The Issue of Membership

(a) Background
The Australia Council inherited a pattern of policy objectives for the performing arts in the
1970s that had been established by a self appointed cultural elite in the 1940s. In the
absence of a formal Government philosophy or political statement on arts policy, and a
general malaise about the arts in Australia, this group was able to establish priorities and
procedures for support that were not questioned. The Council operated incrementally (at
least until the late 1980s), utilising the past decisions of the strategic arts elite to set its
policy goals. It also assumed responsibility for past commitments from former arts
agencies. A n apparent perpetuation of the prevalent elite structure and its associated goal
orientation has occurred via the composition and dynamics of the Council, its Boards and
peer assessment committees. These leaders have represented a cohesive group integrated
by social origins, and have accordingly shared c o m m o n attitudes and values about the
arts. Through their positions of influence, entrepreneurial and bureaucratic, they have
been able to determine h o w public arts policy has been implemented.

(b) Appointments to the Australia Council
The Australia Council appears to fit best with Higley and Moore's description of a
consensually integrated elite model. There has been in Australia an interconnected central
circle of strategic elites, both individuals and groups. They have been the major
stakeholders and have held positions of power in the major performing arts companies,
and/or shared membership responsibilities on Music/Performing Arts Boards and peer
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committees, and/or had the ability to influence either directly or indirectly decision
making. (Even so, the plural elite, power elite and ruling class models could also be
applied at different times in the evolution of the Australia Council, it does not strictly
conform to one set model, after all these are just models and m a n y issues are left
unexplained by adopting a literal interpretation of any of them).

The 'decision makers' since the 1970s have been appointed (to the Council's Boards) by
the Minister (Section 22 of the Australia Council Act), in accordance with the
recommendations of the Council, although the Minister has the discretion to by-pass the
Council's list and appoint his/her o w n choices. Section 22 of the Act is, therefore, both
an important and powerful tool for it gives the Minister the ability to appoint people w h o
reflect a certain political and artistic perspective, that in all likelihood does not conflict
with that held by the Government of the time. This (intra-elite) relationship is most
evident for example in the case of appointments m a d e in the role of Chairman of the
Music Board. Under a Labor Government the Chair has been filled by
musicians/composers, while during the Liberal (Fraser) years a commercial businessman
assumed the role. (The position of Chairman of the Performing Arts Board has been
assumed by a Theatre person since its formation in 1987. Implications of this for music
will receive specific c o m m e n t in chapter nine). Furthermore the nature of certain
appointments within the Board (that is, from the Board to peer committees and back to the
Board), as well as between the Music Board and some of the major music organisations
in Australia (such as the Australian Opera, A B C and Musica Viva), has been cyclic. This
seems to suggest the existence of some sort of network of individuals within the country
w h o have had an exceptional opportunity to determine the direction of support for music
in Australia. The act of ministerial appointment of members to the Council and its Boards,
therefore, can be seen to contribute to the promotion of a certain orientation towards
excellence and the support of some art forms over others.
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(c) Independence
The arms length principle which aims to give the Australia Council political freedom in its
funding decisions, is one that has caused much debate and confusion. For example, Mr
Cohen, as the then Federal Minister for the Arts, commented in Parliament (Pari Debates
H of Reps 1985:2379), about representations to him from arts lobby groups proclaiming
uncompromising support of the arms length principle when it suited them, and then
demanding direct Government intervention when it did not. One particular example in
recent years which raised the question of increased Ministerial responsibility and
discretionary Government participation in Council action was the Arts and Working Life
Program. The Coalition Waste Watch Committee described some of the projects under
this program as irresponsible and a waste of money, for example the $52,000 grant given
to the de-registered Builders Labourers Federation for artists and muralists (Pari Debates
H of Reps 1990:3368). The point is that the Council may attimesbe subject to (either
direct or indirect) Government influence to support politically 'safe' as opposed to
politically 'unsafe' arts activities. Because it is reliant on the Government for funding it
can be brought under pressure to meet certain Government requirements, or put at risk
future appropriation from the Government. As pointed out by the Director of the
Performing Arts Board (Interview: 24.1.91) "senior members who sit on the Boards of
the large arts organisations like the Australian Opera, enjoy significant relations with
senior politicians, and both sides influence each others thinking". Furthermore, according
to a former Chairman of the Music Board, "much of what got funded was related to what
the Minister had an interest in, for example, an appointment was made that was explicitly
intended to boost the profile of folk music because the Minister liked folk music"
(Interview: 9.1.91).

In closing, Keith (1979:4) made a telling observation of what arms leng
when he described it as "a subtle device to establish a corporate buffer, between
government and artists - a means of keeping artists at arms length from the Minister's
door or at least ensuring ... ministerial responsibility extends only to the good news".
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(d) Peer Assessment
The system of peer assessment utilised by the Australia Council's Boards also seems, to
some extent, to have reinforced both the Council's inherited interpretation of excellence
(as the best of particular art forms) and consolidated the interests of s o m e music forms.
The purpose of peer involvement in grant decision making has been to provide expert
input not control, and specialist art form committees were set up to ensure that a diversity
of viewpoints and interests were represented. Their role was essentially, therefore, to
advance public interest not merely artists interests, and membership accordingly was to be
as broadly based as possible in order to specifically achieve a cross section of interests
• and geographical representation.

The Performing Arts Board's peer assessment panels (June 1991), were not examples of
broadly based membership representation. T h e majority of members were male and
Sydney based, and whilst it was difficult to discern h o w sufficiently broad their expertise
w a s in different music forms, composers appeared to be very well represented.
According to the Director of the Performing Arts Board, "composers have the greatest
influence over where the m o n e y is allocated. It is most apparent in composition but has a
flow on effect to recording and performance also. In effect they are the single most
significant group influencing the Board" (Interview: 24.1.91).

Another matter for consideration was that each of the six or so members of the
committees brought with them a particular musical perspective and set of interests and
prejudices about what he/she considered to be worthy of funding (albeit given that
decisions about artistic merit will always have an element of subjectivity). T h e
Performing Arts Board in an attempt to ameliorate some of the difficulties associated with
the system of artistic assessment by peers, has proposed for example, in the case of its
Arts for a Multi-cultural Australia policy in music, the establishment of specific indicators
to assist in the development of this priority, and for recording and composer commissions
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to set up more comprehensive and streamlined assessment procedures. (These proposals
were the result of a meeting of Performing Arts Board staff and members conducted in
December 1990). Another proposed measure was to decentralise decision making and to
give increased responsibility for small grant applications to local government authorities.
A concentration of responsibility was found to work against the aim of diversity, while a
diversification of patronage w a s found to reduce theriskof domination over the arts by
any narrow group of interests (McLeay Report 1986).

(e) Membership and the Question of Balance
O n e of the questions the Council needs to address is h o w to achieve balance in a peer
review system that places different music forms and activities in competition with one
another for scarce and limited funds. Connected to this question is that of achieving
equitable patterns of support across all music forms and activities, as opposed to
developing priorities in some areas based on personal preferences. This question arises
because m a n y of the Board's advisers and panel members are, or have been its clients,
and so enjoy the ultimate lobbying position. Although it is difficult to accurately gauge the
degree to which individuals pursue their o w n preferences it is still a factor that warrants
consideration, especially given the significance attributed to membership choices
commented on by M c L e a y , and confirmed by a senior project officer of the Performing
Arts Board. T h e officer claimed, "so m u c h of what goes on, or doesn't go on, focus for
action and decisions taken, relate directly to w h o is on the Board and peer committees,
their personality, background, interests, and contacts" (Interview: 10.1.91).

Those who currently constitute the music elite are undoubtedly perceived by the music
community and the Australian public generally as providing an important function, but at
the same time questions are being raised about the relevance of their services to the
current social and economic climate. While this elite have always been dependent on the
non-elite for support, current economic constraints appear to have placed an even greater
significance on non-elite support for elite activities.
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In summary, at the time the Australia Council was set up the serious music tradition
represented the only real organised entity in the music domain. It in turn alerted the
Government to the need for support for music and consequently performed a very
important service to the music community generally. W h a t has occurred since then is a
sense of stasis in the Government's policy of support. It has not assumed a forward
looking perspective by encouraging other elements of the music community that have
developed a profile since the 1970s to organise themselves and become part of this
activity. Whilst the Australia Council recognises the reality of the contemporary music
world and has legitimised its efforts to support the diversity of music forms that n o w
exist in Australia, it is generally moving too slowly and is lagging behind the real
development and public profile of the music world. It is in m a n y respects caught in a
'time warp' with apparently verytittlesense of initiative and forward movement.

Conclusion: Elite Distemper and the Australia Council

The tension between elitism and egalitarianism in the arts continues to be one of the maj
issues surrounding Australia Council support for music art forms. W h a t has demanded
attention in recent times is the question of balance between the two, a balance which is
perceived to be not addressing the needs of the music community as a whole but rather
awarding preference to elite interests. The Australia Council's interpretation of excellence,
its inherited funding patterns, Council membership, and political pressures to fund certain
music activities have contributed to this perceived imbalance. Furthermore, although the
Council's policy has broadened considerably since the 1970s to encompass
egalitarianism, increased competition for scarce resources has only added to the tension.

These interrelated issues in the development of the Council and its Music/Performing Arts
Board contain elements of what Stone (1987) referred to as disorders attached to
unchecked elite power. For example, the imbalance between music art form recipients is
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linked to oligarchic tendencies that allow the governing elite (in the form of influential
arts organisations - sometimes in conjunction with governments) to promote particular
aims -factionalism . This sees them give priority to certain forms of musical expression
that represent only part of the entire repertoire of the music community, and the formation
oi policy rigidity which sees these arrangements become fixed and from which the elite
are unwilling (and/or unable) to free themselves. A specific criticism levelled at the
Australia Council by the music community is the perceived ineffectiveness with which the
Council has responded to the current situational arts context, which has changed
considerably since the self appointment of the strategic arts elite and the operation of
C A A C , A C F T A and the initial establishment of the Australia Council in the mid 1970s.
There are certainly more clients and art forms in the 1990s than there were in the 1970s,
all demanding support in a greater diversity of music activities and from a budget which
has not grown to match these demands.

A number of related questions, therefore, need to be addressed by the Australia Council
in the realisation of its policy objectives in the future, not the least of which is h o w it
intends to respond to the changing social, economic and technological conditions in
Australian society, and the music community's needs and expectations of the Australia
Council within the levels of appropriation m a d e available to it by the Government.
Accordingly arts policy objectives and associated criteria for support m a y need to be reexamined, re-interpreted and measured against the evaluative criteria of public
responsibility, political inclusiveness and policy adaptability.

So far the study has identified ways in which the Australia Council has attempted to car
out its specified objectives and has determined the relative emphasis given to the various
objectives. In the following chapters, an evaluation of the perceived effectiveness with
which the Council's Music/Performing Arts Board has fulfilled its objectives, in relation
to music art forms, as perceived by the music community as a whole as well as by the
Board itself is presented. First, however, the methodology used to gather the empirical

177

data is described, and a brief examination m a d e of public opinion about the arts and the
issue of government support for the arts. The public are included because they represent
in this instance, the consumer sector of the music community. Their impressions together
with those of the music community 'producers' and the Board provide a comprehensive
account of opinion about Council support for the arts, and in particular music art forms.
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Chapter Five

Public Attitudes to and the Issue of Government
Support for the Arts
This next section of the thesis identifies the music community's impressions about the
choices m a d e and priorities established m a d e by the Council and the Performing Arts
Board. In this chapter a general picture of the Australian public's interest and participation
in the arts and opinion about government support for the arts is presented. This is
complemented in the following chapters with musicians' and music organisations'
perceptions about Board choices and priorities in the distribution of its support for music.

Since the 1980s much statistical information has been collected about various aspects of
the arts in Australia yet comprehensive, systematic and recurrent statistical data are still
fairly limited. This chapter represents an attempt to piece together a general picture of
artistic life in Australia from the available fragmentary data. The key sources consulted are
the Australia Council's compendium of arts statistics The Arts:Some Australian Data
(1982, 1984, 1989, 1991), and the reports on surveys of public opinion Public Attitudes
to the Arts (1980, 1987, 1989, 1990). These publications are seen by the Council as
"promoting actively the dissemination of advice and information to arts bodies and
agencies in order to ensure best use is m a d e of existing resources", as well as
contributing to the development of a comprehensive set of statistical information about the
arts in Australia (Australia Council 1982, 1984, 1989, 1991:Preface). Information
included in the reports draws heavily on A B S collections such as the Census of
Population and Housing and Household Expenditure Surveys. T h e Council has also
conducted (through the Morgan Research Centre Pty Ltd) a series of surveys of public
opinion involving around 1200 Australians in city and country areas, w h o were asked to
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give their opinion about the value and role of the arts in Australia. The attitudes of the
Australian public were considered by the Council to be an important indicator of h o w well
the Council has contributed to encouraging more Australians to become involved in the
arts, and making Australians more aware of our culture and achievements. These areas
represent two of the Council's key objectives as detailed in its Act of 1975. Information
and results from these sources that are pertinent to the thesis are considered in this
chapter.

Other sources of information consulted include: reports that provide information about
individual artists in Australia (principally the work of Thompson, Throsby and Withers
1982; Throsby and Withers 1984; and Throsby and Mills 1989), Australian Bureau of
Statistics ( A B S ) results (in particular the survey Attendance at Selected Cultural Venues,
June 1991), and relevant press reports covering the 1973 to 1991 period (as found in the
following key Australian newspapers The Australian, The Sydney Morning Herald, The
Age (Melbourne) and The National Times).

The picture that emerges from the available data is that there exists in Australia today
healthy, productive and creative population of practising professional artists, that the
Australian public's interest and participation in the arts is generally very high, and that the
public have a positive attitude to continued government support for the arts. Before
considering the Australian public's views in more detail, a general overview of the arts
industry and facts about arts life in Australia is first presented.

The Arts Industry

The arts is one of Australia's most viable and growing industries, employing more than
60, 000 people. According to Throsby and Mills (1989) the distribution of this number
among art forms is as follows: 43 per cent are musicians, 19 per cent visual artists, 14 per
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cent crafts persons, 11 per cent are in theatre and dance, 10 per cent are in literature, and
three per cent in community arts.

In 1977/78 the value of the total supply of goods and services by the arts and related
cultural industry groups to the Australian economy was about $1250 million, or just over
one per cent of the total supply of goods and services produced in Australia that year,
which is comparable to the contribution m a d e by the Petroleum and Coal Products
industry groups. O f this amount music and live theatre contributed $107 million. B y
1986/87 the value of the total supply of goods and services by the arts and related
industry groups had reached $4282 million, or almost three per cent of the total supply of
goods and services produced in Australia that year, of which music and live theatre
contributed $414 million. Estimates for 1990/91 predict the value of the total supply of
goods and services to the Australian economy of the arts industry groups to be
approximately $6165 million, of which music and live theatre will contribute $596 million
(Australia Council 1984, 1989, 1991). This contribution is more than that from
pharmaceutical products, household appliances, sport and recreation services, beer and
alcoholic beverages and the combined clothing and cosmetics industries.

According to ABS's Household Expenditure Surveys, Australians' spending on the arts
and arts related goods and services has also been increasing. In 1975/76, $1251 million
(almost three and a half per cent of total household expenditure) was spent on the arts and
arts related recreation. This represented more than Australians spent on holidays and only
slightly less than they spent on clothing. Approximately $156 million was spent on
records and pre-recorded cassettes, $69 million on the purchase of musical instruments
and $63 million on live music and theatre admissions. In 1988/89 total spending on the
arts and related cultural activities by Australians was $7086 million, of which $341
million w a s spent on records and audio cassette tapes and $138 on musical instruments
(no clear figures were given for live music admissions, only for live theatre - $259
million). Between the periods (calendar) 1984 and (financial year) 1988/89, average
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weekly household spending on the arts and related cultural activities increased by 39 per
cent from $18.09 per w e e k to $25.14 (Australia Council 1984, 1991). According to
figures for 1991, this means that Australians spend nearly 12 per cent of household
expenditure on the arts, entertainment and other recreation activities (Australia Council
1991).

Even though the total outlay on culture, broadly defined, is still only a relatively smal
proportion of total government outlays, as indicated above, culture is a major industry in
Australia. (For example the Commonwealth Government 1990/91 budget for culture and
recreation was just over one per cent of total budget outlay, compared to 31.8 per cent for
social security and welfare, 13.9 per cent for health and eight per cent for education).
(Commonwealth Government Budget Statements 1990/91:Paper 1)

Public Involvement in the Arts

In June 1991, the ABS conducted a nation wide survey about Australians' attendances
(and non-attendances) at libraries, art galleries, museums, popular music concerts, dance
performances, musical and other theatre performances and classical music concerts. The
main results showed that libraries were the most visited venue and classical music
concerts the least visited, that females on the whole had higher participation rates than
males at all the venues, that A C T residents had the highest participation rate at all but one
of the venues (musical and theatre performances), that people with a Bachelor degree or
higher qualification had a higher participation rate than those with lower qualifications,
and that over 80 per cent of those w h o had not attended a library, art gallery, dance or
classical music performance claimed that there had been no barrier preventing them from
attending (Castles 1991:2). Furthermore, participation rates were generally higher in
capital cities, in the 35 to 44 year age group, for Australian born, and for employed
persons. O f the barriers for attendance that were reported by participants, cost was the
most prevalent, especially for dance performances and classical music concerts, while
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access w a s the major barrier for people w h o lived outside capital city regions (Castles
1991:3-9). According to this survey the general picture that emerges of the arts consumer
elite is of someone Australian b o m , educated, employed, female and resident of a capital
city!

The 1991 ABS survey did not include specific data about Australians' attendance at
performing art forms and in particular different music forms. Information of this kind
was located in a study prepared for the Australia Council Australians'Attitudes to the Arts
(1980:60-64), which covered attitudes as well as attendances for each of the musical
forms. The order in which the music forms rated in terms of popularity (that is, most
attended live) was as follows: light vocal (25 per cent), classical orchestral (21 per cent),
country and western (19.5 per cent), Gilbert and Sullivan (19 per cent), rock (19 per
cent), pop (18.5 per cent), folk (14 per cent), operetta (14 per cent), jazz (13.5 per cent),
brass bands (12 per cent), opera (10 per cent), choral (nine per cent), 'national' (Greek
Arabic etc) (eight per cent), religious (eight per cent), modern classical (six and a half per
cent), chamber (six per cent), and Aboriginal music (four per cent). The surprising result
perhaps was that for classical orchestral music, which proved to be the second most
popularly attended music form. T h e demographic profile of the arts consumer elite
associated with this traditional music form was an older, more highly educated person,
b o m in a non-English speaking country. Opera, contemporary classical and chamber
music were a m o n g the least popular serious music forms. Only two per cent of people
interviewed claimed to be regular opera attendants, while 10.8 per cent went occasionally.
The most c o m m o n barrier to attendance at the opera was ticket prices (to be discussed in
more detail later in this chapter). A s a point of comparison with the other arts, levels of
interest and participation were highest for the visual arts.
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Public V i e w s A b o u t the Arts

Australians Attitudes to the Arts, 1980

The Australia Council's first attempt to survey Australians Attitudes to the Arts (1980),
revealed that Australians generally had a very high acceptance of the arts, and that notions
of elitism (associated with activities generally not accessible to the population as a whole
for reasons of cost, lack of knowledge and so on), usually associated with some art
forms such as opera and contemporary classical were wholly rejected. There was
commentary, however, from some about their perceived inability to fully appreciate and
participate in some of the arts and h o w this stemmed from personal school experiences.
In particular curricula andteacherswere reported by a number of respondents to have had
a discouraging effect on their adult attitudetosome art forms. This left the survey with an
unanswered question, namely "how do w e [then] account for the high levels of interest in
the arts, does it happen after schooling" ?

General public opinion was that the arts should be an important and vital part of a child
education. There w a s also strong support for government, industry and business subsidy
for the arts, with priority for expenditure to go first and foremost to the education of
children, and second, to making the arts more accessible, especially to those in country
areas. Specifically in the performing arts, the survey found there to be a very large gap
between what people said they liked and what they actually went to. Most c o m m o n
barriers given for non-attendance were lack of time, cost, transport problems, and lack of
experience and knowledge about the arts. T h e study concluded that this gap revealed a
large theoretic potential for increasing attendances (Tolhurst 1980).

1

Measuring Community Benefits From the Arts, 1982

In 1982 Thompson, Throsby and Withers conducted a study on some of the public's
views about the arts entitled Measuring Community Benefits From the Arts. They found
that the majority of the (randomly selected) 827 people w h o took part in the survey
perceived the arts to be of benefit to the general community and 97 per cent agreed with
the statement that the arts should "not be allowed to die out". A large majority also
believed that the arts represented a source of national pride, contributed to national
understanding, and most claimed that arts assistance w a s justified. The study also
revealed that there was extensive interest and involvement in the arts, with about one fifth
of respondents actively participating in at least one art form.

What Price Culture ? 1984

Throsby and Withers (1984), followed up their 1982 study with a paper What Price
Culture ? which had as its theme community involvement in the arts and public
willingness to subsidise the arts. In particular they addressed the questions: h o w m a n y
people are interested in the arts ? Are people willing to have their taxes spent on
supporting the arts, even if they themselves do not attend arts events.... and if people do
approve ... what benefits are perceived and h o w m u c h support is warranted ? (Throsby
and Withers 1984:2). The results showed that about 73 per cent of respondents claimed to
have an interest in live theatre, 65 per cent in classical music and 37 per cent in opera.
Just over half the respondents had attended a live performance in the last twelve months
(about 50 per cent an exhibition, 40 per cent a play, 25 per cent a classical music concert,
and about 10 per cent an opera or ballet). Again there was a substantial gap between
interest and participation levels in the arts. M u c h smaller percentages existed for those
w h o had actively participated in artistic pursuits. Fifteen per cent of the adult population
claimed to have engaged in singing or playing pop, folk or jazz music, 12 per cent craft
work, nine per cent singing or playing classical music, writing poetry, short stories, a
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novel, a play, painting, drawing or sculpture, and seven per cent some theatre or dance.
The authors concluded that "in general the majority of Australians [were] favourably
disposed towards the arts, and their attitudes and behaviour indicate[d] a genuine interest
in the development of Australian cultural life" (Throsby and Withers 1984:14).

In the second part of their paper Throsby and Withers discussed Australians' willingness
to support the arts. They found that the majority of people perceived the arts to be of
benefit to the general community. T h e arts were perceived to contribute to the
development of national pride, and an understanding of our country and its culture. The
educational value of the arts was also recognised as was the need to preserve our artistic
heritage. Accordingly over 9 0 per cent of respondents approved of the Federal
Government's role in providing funds for the arts and generally endorsed an increase in
assistance (almost 75 per cent of respondents). (As the authors point out, this did not
necessarily imply approval of the current pattern of distribution of arts support).

Overall, therefore, Throsby and Withers found that about 25 per cent of all adults activel
participated in an art form, almost 5 0 per cent attended serious professional concerts,
shows and exhibitions, and that generally the public were willing to support the arts
structure to at least two to three times the present level of funding.

Public Attitudes to the Arts, 1987,1989,1990

The Australia Council's reports on surveys of public opinion carried out in 1987, 1989
and 1990 found overwhelming public opinion (59 per cent in 1987, 62 per cent in 1989,
and 54 per cent in 1990) for the view that everyone, that is "society in general", benefitted
from the arts. A substantial number nevertheless felt that those w h o actually participated
in the arts received the most benefit - a perception that is apparently growing (19 per cent
in 1987, 20 per cent in 1989, and 22 per cent in 1990), and an increasing number were
also of the opinion that the elite or "arty" groups benefitted the most (10 per cent in 1987,
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11 per cent in 1989, and 20 per cent in 1990). The most c o m m o n "value" of the arts was
seen to be "their ability to give pleasure and to entertain". Other values included the arts
improve the mind (fairly constant at just over 30 per cent for all surveys), and the arts
improve quality of life (close to just over 20 per cent for all surveys). Almost 25 per cent
of respondents w h o participated in the 1989 survey also stated they would like to become
more involved in the arts (this question did not feature in the earlier 1987 survey and
unfortunately was not re-addressed in the 1990 survey).

The importance of the arts as part of the schooling of children was again confirmed wi
convincing majority of respondents in 1987 (91 per cent) and 51 per cent in 1990 w h o
were of the opinion that children should learn music, painting and drama as part of their
education. There was also strong support for greater coverage of the arts on television,
with a majority of respondents (53 per cent in 1987, 58 per cent in 1989, and 41 per cent
in 1990) claiming that arts programs were not ontelevisionenough. The figures here tend
to indicate that this need was being met to a greater extent in 1990 than in 1987. Support
for assistance to the arts was also well represented, with a majority (61 per cent in 1987,
and 56 per cent in 1990) in disagreement with the statement that the arts should be made
to survive on ticket sales alone, even though the level of support for this statement has
reduced slightly since 1987.

Of all the professions who were perceived to contribute most to Australia's favourable
image overseas, actors (52 per cent in 1989) and musicians (42 per cent in 1989)
followed sports m e n and w o m e n (77 per cent in 1989), but were nominated more
frequently than business leaders (25 per cent in 1989), scientists (24 per cent in 1989),
authors (18 per cent in 1989) and diplomats (13 per cent in 1989). There was also
overwhelming agreement (92 per cent in 1987, and 88 per cent in 1990) that Australian
singers, writers, painters, and actors gave people a sense of pride in Australian
achievement.
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A question which featured in the 1989 survey of public opinion about the arts, was h o w
available to the general public w a s information about the arts ? Only 13 per cent of
respondents thought it was easy to get information about the arts, compared to for
example 76 per cent for sport. W h e n people interviewed in the survey were asked about
their knowledge of the arts (compared to sport, science, the environment, the law, trade
unions, and foreign policy), only 16 per cent (in 1989 compared to 21 per cent in 1987)
felt they were fairly well informed about the arts. Although the 1989 survey is not strictly
comparable to the 1987 survey because of the addition of science and the environment in
1989, respondents in both surveys claimed to have more knowledge of all the other
nominated areas than the arts, and overall claimed to be most knowledgeable about sport.

In summary, all the data presented thus far tends to indicate that there is a mismatch
between the general public's interest and participation levels in the arts. Interest is
generally higher than actual participation and this is due in the main to factors of cost lack
of access to and knowledge about m a n y art forms. Public attitudes about the value and
role of the arts tend to indicate to the Australia Council that more needs to be done in
educating children and informing the adult population about the arts, and in improving
access to the arts both geographically (especially for people residing outside capital
cities), and in terms of reducing costs to some venues such as classical music concerts.
Moreover, public opinion about the role of the arts in society specifically highlighted the
importance to the community at large, of the Council fulfilling its objectives of promoting
the appreciation, understanding and enjoyment of the arts, and fostering the expression
of a national identity by means of the arts.

Public Opinion: The Australian, The Sydney Morning Herald, The National Times, and
The Age , 1973-1991

Another useful source of public opinion consulted was newspapers in which the arts
feature regularly (in article or editorial), such as The Australian, The Sydney Morning
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Herald, The National Times, and The Age . For the purposes of this study, only those

newspaper reports that dealt with opinions about music art forms from 1973 to 1991 were
examined. (It must be kept in mind that the comments gathered from the media are in all

likelihood to be less objective than those derived from the statistical surveys of publ

opinion, and they may in fact not be representative of those with an opinion on the iss
of arts support. There is no way of measuring whether there might be a bias in the

reporting of opera funding issues, or a bias in the selection of letters for the letter
columns).

The single most frequently commented on topic about music by the general public was

how taxpayers' funds (principally through the Australia Council) were being distributed

to different music art forms, and in particular the seemingly disproportionate share of

funds being distributed to the Australian Opera to the supposed detriment of other musi
forms. The following excerpt sums up the general perception held by most contributors
about the issue of Commonwealth Government support for the Australian Opera.
By far the largest usurper of funds is the Australian Opera
C o m p a n y and its Elizabethan Theatre Trust orchestras. A
total of 62.5 per cent of Music Board grants went on opera
and the A E T T . This is a ridiculous amount of m o n e y
considering the small number of Australians being able to
enjoy this art form. ... T o this end, the Australian Opera
C o m p a n y in particular, and the Australian Opera in general,
have adopted the image of immense wealth and opulence
sustained by grandiose productions and sold by means of
idolising one or two superstars.
Funding authorities should bring greater balance into the
funding of music in Australia with emphasis on participation
by the m a n y , not the few. ...[the Australian Opera's]
percentage of the funding cake must be reduced ... and
spending on composers and community arts must be
increased (The Sydney Morning Herald, 7.5.84).

There were several comments made about opera in general being an "elitist activity" and
the Australian Opera in particular catering to a "privileged group [who] enjoy[ed]
government subsidy to the tune of $15.30 for every ticket they [bought]" (The National
Times, 16.1.83). Accordingly it was considered that it would be more "correct" to refer
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to the Australian Opera "as a vested interest maintained at the public expensetothe tune of
$11 million for the financial benefit of those connected with it - certainly no one else"
(The Sydney Morning Herald, 11.11.81). There w a s particular dismay at the
"abandonment" of the Opera's educational programs for primary children as "potential
future audiences" (for example The Sydney Morning Herald, 26.10.76; The National
Times, 16.1.83); and its removal of student concessions which meant that "students n o w
either [had] to pay full price or join the student rush" (The Sydney Morning Herald,
22.10.77, 20.6.85).

The majority of comments about the Australian Opera were critical of ever increasing se
prices which would, it was felt by some, ultimately "destroy the current enthusiasm for
the art" (The Sydney Morning Herald, 2.6.73, 23.7.75, 25.7.75, 21.12.77, 27.12.77,
20.8.83,24.8.83). (These comments can to a certain extent be seen to be in conflict with
those expressed above, in that Government subsidy to the Australian Opera is an attempt
to keep seat prices down). O n e writer compared seat costs between the Sydney Opera
House, London's Royal Opera House Covent Garden and N e w York's Metropolitan
Opera House, and found that Sydney prices were the most expensive. The overwhelming
sentiment about this issue was s u m m e d up best by the following writer:

Surely in this country of all countries, opera should be for the
people as a whole and not for any exclusive moneyed set. It
should be freely available at reasonable prices to be enjoyed
by ordinary folk whose tastes run that w a y (The Sydney
Morning Herald, 2.6.73).
Others commented that if the Opera company asked international prices of its subscribers,
it should give international value (for example The Sydney Morning Herald, 18.6.73,
25.6.73), and that lavish sets and costumes which were "usually dramatically
inappropriate... [did] not m a k e up for poor singing or poor musicianship" (The National
Times, 27.6.82). Furthermore, others pointed out that the Australian Opera's
programming w a s also "inappropriate", as exemplified by box office results (The
Australian, 19.10.77) and included a high incidence of "revivals" (The Sunday Herald,
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27.1.74), "unwanted repertoire selections" (The Australian, 19.10.77), and
"experimental works that catered in the main to the 'avant-garde'" (The Sydney Morning
Herald, 27.5.77). There was also general commentary about the need for Australia to
develop "a type of opera identifiable as Australian ... to suit our needs and express our
views and feelings" (The Sun, 15.7.73). This extended to the use of contemporary and
indigenous works (The National Times, 16.1.83), as well as local singers, conductors,
and producers rather than their overseas equivalents, which would "be more in keeping
with the spirit of the company's raison d'etre" (The Australian, 7.10.85).

The General Manager of the Australian Opera at thetime,M r Patrick Veitch chose to reply
to several of the reports to correct what he perceived to be m a n y "inaccuracies of fact
about the Opera". His comments are best summarised in the following excerpts:
The reality of the Australian Opera today is ... M o r e than 7,
000,000 people attended or viewed our performances last
year. B o x office income hasriseneach year for the last ten
years (in fact doubling between 1978 and 1984). ... over a
year long performing season, the company presents a great
m a n y performances of real distinction and overall the artistic
standards compare favourably with other international
companies (The Australian, 3.2.84).
A s the national flagship company w e are the only year-round
employer of a major corps of artists and musicians w h o
would otherwise have to, as was the sorry state in the past,
develop their art and m a k e their living overseas (The
Australian, 10.9.86).
Although public commentary on the whole was critical of the Opera, there was a minority
that praised the Opera 's quality of performance by its singers/actors and chorus (for
example, The Sydney Morning Herald, 11.2.74), its choice of repertoire (for example,
The Australian, 20.11.79), and management of its affairs given its expenses and limited
finances (for example, The National Times, 18.5.84). The efforts by the Australian
Opera, in conjunction with the A B C to reach all of Australia through radio and television,
as well as its Esso Nights at the Opera, were also highly commended as effortstobring
opera to the people (for example, The National Times, 20.12.81).

1

Overall, the general trend in most newspaper reports was that funding for the
Music/Performing Arts Board of the Australia Council should be increased so that it could
fulfil its functions more effectively, but given that additional funding was not
forthcoming, that there be a phased reduction in current funding to the Opera. In this way
(it was felt that) the Music/Performing Arts Board would be "doing justice" to the
diversity of musical tastes that existed in Australia (The Australian, 7.5.84, 26.9.84,
25.9.85; The National Times, 29.6.84, 21.9.84, 31.1.86; The A g e , 19.6.84, 6.4.85;
and The Sydney Morning Herald, 30.9.85).

Other issues that received some comment from the public were the apparent Sydney bias
in grant distribution, which according to some writers could be attributed to Board
membership (for example, The Age, 22.11.83, 20.12.84), and alleged bias in favour of
large as opposed to small music companies (for example, The Age, 25.10.84).

In summary, public opinion sighted in newspaper reports tended to focus on charges of
what could be interpreted as forms of oligarchy and factionalism, especially as it pertained
to the amount of support made available to the Australian Opera, perceived biastoSydney
based activities and large music organisations. The opinions of the arts consumers
expressed in this chapter are yet to be matched with those of the arts producers, however,
based on the data presented in this chapter and chapters three and four, it would appear
that the Australian public perceive there to be present elements of elite distemper in the
distribution of government support for the arts.

Summary and Conclusion

The Australian population has a very high acceptance of the arts, an industry which in
1990/91 was worth more than $6 billion and employed more than 60,000 people. The
arts are considered of benefit to the general community, although the elite, arty groups are
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considered to benefit the most (a perception which appears to be increasing in recent
years). Beside extensive interest, the public also appear to display active involvement in
the arts, although there is a considerable gap between interest and participation
(principally attendance), attributed in the main to high ticket costs, and for some, lack of
access to performances and venues.

Many Australians also voiced their desire to become more actively involved in the arts and
felt that at present the arts are not in the "mainstream" of their lives. They also wanted to
see more arts programs ontelevisionand firmly believed that children should leam about
the arts at school (education featured prominently in the demographic profile of people
w h o had the most interest and highest participation rate in the arts). It was found that
generally, information about the arts is not easy to c o m e by, that the majority of
Australians are poorly informed about the arts, and that this statistic has not improved in
recent years. T h e latter has important implications for the Australia Council which has as
part of its charter to promote knowledge of Australian arts in the community. Despite the
Council's attempts to fulfil this objective, most Australians remain fairly ignorant about
the arts.

Music as part of the arts industry also exhibited relatively high potential for growth.
Although classical music concerts were found to be the least visited cultural venue (cost
being the major barrier), of the music forms attended live, classical orchestral was second
only totightvocal, while opera, modern classical and chamber music were a m o n g the
least popular. Opera and in particular the Australian Opera received m u c h public
commentary in the press. T h e majority of comments were critical, and the Opera was seen
to cater to a privileged elite sector of the Australian community rather than the general
public. Again these findings hold important implications for the Council and its
Performing Arts Board, in particular the perceptions that classical music concerts and
opera are out of the "range of ordinary folk" because of high ticket costs, or in the case of
people living outside capital city areas, because of difficulty of access to the performance
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venue. T h e provision of opportunities for persons to practise the arts professionally, as
well as the promotion of enjoyment of the arts are central to the Council's present
functions. It would appear, however, that m u c h still needs to be done in the pursuit of
improved access to and participation in the arts for all Australians.

The majority of Australians also appear to be supportive of government subsidy for the
arts, although the percentage w h o expressed this opinion seems to be declining slightly.
The identified priority areas for such expenditure included (school) education in the arts,
and improved accessibility for people residing in country areas. There appeared to be
disapproval of the fact that the Australian Opera appears to receive a disproportionate
share of available (Government) funding, and it w a s mooted that this contributed
unnecessarily to other music forms remaining severely under-funded. There was also
concern expressed publicly about apparent bias in funding distribution in regard to the
geographic location (alleged Sydney bias) and size of the arts group (alleged bias in
favour of large companies). These perceptions could perhaps also be interpreted as public
criticism of h o w well the Australia Council has achieved its objective of nurturing a
culturally diverse national identity.

In closing, it would appear that there is some public dissatisfaction with the relative
emphasis the Government has given elitism versus egalitarianism, and with some of the
choices it has m a d e in the distribution of its support for the arts. Without doubt, the
Australian public are favourably disposed to the arts, but the fact that a large gap still
exists between interest and participation levels, and that m a n y Australians would if
possible become more actively involved in the arts, is evidence that consideration needs to
be given to possibilities whereby greater participation by all Australians can occur. The
potential for increasing participation has already been firmly established.

In the following chapters, the effectiveness with which the Council and its Performing
Arts Board have achieved the set objectives is further discussed. T h e perceptions of
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individual musicians and music organisations are complemented by commentary from
Council and Board personnel.
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Chapter Six

Survey Methodology
One of the main aims of arts policy is to achieve a close match between government
support programs for the arts and the perceived needs of the arts community. In order to
meet this aim systematic information gathering of the type that provides comprehensive
data on all factors which affect the arts needs to be undertaken. The Performing Arts
Board has not systematically gone about collecting such information. The numerous arts
and music art form specific reviews, inquiries and reports although valuable, emerge as
incomplete sources of data that need to be complemented by a comprehensive examination
of Performing Arts Board 'stakeholder' views. The following chapters of this study serve
tofillthis information gap and reveal that there presently appears to be a notable gap
between the perceptions of the music community (producers and consumers) and those of
the Australia Council and its Performing Arts Board about the effectiveness with which
the Board has implemented its objectives and distributed its support for music.

Identifying the Performing Arts Board's Stakeholders

According to Bryson (1988:52) a stakeholder is "any person, group, or organisation that
can place a claim on an organisation's attention, resources, or output, or is affected by
that output". T h e primary purpose of a stakeholder analysis is to get a more complete
picture of w h o the players are in the arena (Bryson 1988:101). T h e key to an
organisation's success is the satisfaction of its key stakeholders, but if an organisation
does not k n o w w h o they are, what criteria they use to judge the organisation, and h o w
the organisation is performing against those criteria, it is unlikely the organisation will
k n o w what it should do to more ably satisfy its key stakeholders.
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A stakeholder analysis will, therefore, not only identify the organisation's stakeholders,
their stake in the organisation, their influence on the organisation, their criteria forjudging
the performance of the organisation and h o w well it performs against those criteria, but it
will also identify what the organisation needs from its various stakeholders, and help
clarify if the organisation should have different missions. The major steps in this analysis
are to identify w h o the stakeholders are, to specify the criteria they use to assess the
organisation's performance, to m a k e a judgement about h o w well the organisation
performs against the stakeholders' criteria, and to establish a ranking a m o n g the
stakeholders according to their importance to the organisation (Bryson 1988:99-104).

Individuals identified for preliminary interviews to gather information of the type
described above were past and present senior managers within the Australia Council's
administrative and decision making structure. They were selected for interview because
they k n e w the policy area well and were able to provide information on the current
conditions of public arts policy and on opportunities for future action. They were also
able to identify other key persons w h o they perceived it would be beneficial to interview
and or include in the survey. Those involved in this initial round of interviews were the
Director of the Performing Arts Board Unit, the Director of the Council's Strategic
Development Unit, the Deputy Director and Senior Program Officer of the Performing
Arts Board Unit a former Director of the Music Board, and a former Chairman of the
Music Board.

In preparation for the first round of interviews the Australia Council's annual reports,
government inquiries, journal articles, monographs and parliamentary debates provided
the necessary information about the major characteristics of the policy area. The annual
reports in particular, provided in a descriptive sense, information about the Council's
objectives, h o w it had been established, the Council's organisation and relationship with
its Boards, staffing, and the identification of its clients. This information provided a
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framework within which to identify some of the key issues surrounding the policy area as
well as potential interview questions.

The initial interview schedule included questions about who the Australia Council's major
stakeholders were, their level of influence and relationship with the Council and the
Performing Arts Board. A number of general questions related to the Council's planning
process, objectives, strengths, weaknesses, forces and any political, economic or societal
trends that represented threats or opportunities to the Council were also included, as was
the identification of strategic issues the Council has had to deal with. These general
questions helped to categorise interview responses and helped simplify the process of
analysing the collected information. T h e questions were adapted to each interview to
accommodate unanticipated comments and to provide the opportunity for the researcher to
probe further significant points offered by the interviewee in order to improve the quality
of information received.

All initial interviews were conducted in the work setting of the interviewees and varied i
duration from approximately 30 to 9 0 minutes. The interviews were taped and the tapes
later transcribed. Relevant comments from each interview were then drawn together and
responses compared to check for consistency and detail. Information gathered was further
evaluated against other data sources, principally the literature commented on above. The
interviews identified the Board's key stakeholders as professional performing artists in
the form of individual musicians (professional musicians and professional
musicians/musicteachers)and music organisations.

These two groups - individual musicians and music organisations - are quite different in
the ways in which and the extent to which they influence policy in the arts. It is therefore
important to analyse separately what the two groups perceive to be the important issues
and h o w well the Government mechanism for supporting the arts addresses these issues.
It can not be taken as self evident that the Government body for arts support reflects
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equally the priorities and values of either individual musicians or music organisations, or
that if it reflects those of organisations which have the most direct influence on it, that
they will in fact represent the individual needs and interests of the wider music
community. For that reason it was decided in this study to treat the two groups separately
and to take a survey approach that would allow an examination of the separate perceptions
of the two groups.

Survey Research

In order to establish a more reliable guide to the views of these groups with a direct
interest in the Australia Council, that is musicians, musicians/music teachers and music
organisations, it w a s decided to conduct a national survey of each of these groups. The
reason for this was that the relevant groups were both large and widely dispersed, and in
practical terms therefore inaccessible by other means. The survey instrument used was a
self administered questionnaire which w a s mailed to a sample of musicians,
musicians/music teachers and music organisations around Australia (refer to Appendix 2a
and 2 b ) .

As demonstrated in chapter two, the study of elites and elite analysis provides insights
into questions relating to the exercise of power - by w h o m , in what ways, and in whose
interests? A major contention within elite theory is the nature of the relationship between
elites and non-elites. For example, Stone (1987:239-265) in his theory of elite distemper
was primarily concerned with elite/non-elite interactions and h o w the non-elites could
m a k e the elites more responsive. His three evaluative dimensions relating to elite conduct
and power (responsibility versus oligarchy, inclusiveness versus factionalism, and
adaptability versus rigidity) were applied to the historical analysis of the establishment
and operation of the Australia Council and the Music/Performing Arts Board in chapters
three and four. These three yardsticks are used again in chapters eight and nine as a
means of assessing the functioning of the Australia Council and the Music/Performing
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Arts Board, and in particular to gauge from the music community - including both the
elite and non-elite, whether the Council and its Board have tended to function more in the
directions of responsibility, inclusiveness and adaptability, or in the directions of
oligarchy, factionalism and rigidity; and if the Council and Board's pattern of behaviour
on each of the three dimensions can be seen to have remained constant over time.

The purpose of the survey was to:
(i) determine the music community's views about the role of the
Australia Council and Board as well as other groups
representative of elite and non-elite interests, in influencing the
musical preferences of the general public;
(ii) evaluate the effectiveness with which the music community
perceives the Performing Arts Board to be fulfiling its functions
- within the context of h o w the Board has attempted to carry out
its specified objectives and the relative emphasis it has given to
its various objectives; and
(iii) determine the importance the music community places on
the Board's various functions.

The evaluative dimensions proposed in the theory of elite distemper are useful in
measuring the music community's perceptions about the effectiveness with which the
Performing Arts Board has conducted its functions, the importance placed on its various
functions by the music community, and if the Performing Arts Board can be seen to
exhibit behaviours of distemper.

Structure of the Questionnaire

The questionnaire comprised two sections: the first required some relevant background
information about the respondent; and the second involved three composite questions that
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addressed the major information needs of the survey. These were essentially predetermined so that the respondent had to select their preferred choice on a simple rating
scale. S o m e respondents also chose to clarify their responses and added comments to
questions accordingly.

The background information was intended to be used as a means of determining any
important systematic differences in opinion between different types of music
organisations and between individual musicians and musicians/music teachers. For
organisations this included details about their size (which was expressed in terms of total
annual budget), their music art form from a given list of 13 music activities, the amount
of funding they secured from the Australia Council's Performing Arts Board and other
government as well as private sources for the calendar year 1990, and the number of
years they had been in existence. Size is usually expressed in either of two ways, staffing
profile or total annual budget. However because of the variety of staffing profiles within
music organisations and the frequency with which these profiles change, due to a reliance
(in m a n y instances) on casual, part time and voluntary staffing, total annual budget was
used instead to determine size. The comprehensive list of music types included in both the
Council's 1980 study oi Australians' Attitudes to the Arts

and Guldberg's 1987

economic study of The Australian Music Industry, served as the basis for the list of 13
music activities that organisations were presented with and from which they nominated
their main music activity. Sources of income detailing what proportion of income was
derived from 'earned' means (box office) as opposed to public funding, especially grants
from the Performing Arts Board, as well as details about h o w long the organisation had
been in existence were intended to indicate an organisation's level of dependence on the
Board.

For musicians and musicians/music teachers the background information included details
about their State of residence, sex, age, main music activity from a given list of nine, the
number of years they had been working in their main music activity as well as the number
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of hours per week they normally spent in this activity, main sources of income and
whether they had or had not ever applied for and/or received a grant from the
Music/Performing Arts Board. T h e survey did not intend to specifically focus on
interstate, gender, or age differences between individual musicians, however, where any
systematic differences did occur based on these characteristics it was considered
important to have the relevant details available, so for this reason they were included in
the background information. The Guldberg study, the Australia Council's allocation of
grants listings provided in its annual reports, and informal discussions with music
industry personnel formed the basis for the list of nine music activities individual
musicians were presented with and from which they nominated their main music activity.
In seeking data about the average work week of musicians along with information about
their sources of income, it was intended to derive a broad impression of the proportion of
full-time and part-time musicians, given that employment arrangements and
corresponding patterns of income form a major issue of concern for m a n y musicians.
Where a proportion of income was derived from grants and fellowships, notably from the
Performing Arts Board, it was intended to assess the effect of this support on musicians'
opinions about the role and effectiveness of the Australia Council.

The first of the three substantive survey questions asked respondents to rate the leve
present and expected influence of 19 listed groups in shaping the musical preferences of
the general public. This list came from a variety of sources including the Music Board
Medium Range Plan (1986), and the Guldberg Report (1987), both of which include
categories as well as names of 'groups' which impact on Australian musical life, as well
as from informal discussions with colleagues involved in different aspects of the music
industry including teaching, composing, publishing, marketing and production.
Government, private, community and industry groups representative of commercial and
non-commercial, educational, advisory, promotional, production and support interests in
music were all included in the final list
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The main objective of thefirstpart of thefirstquestion was to determine which particular
groups within Australia's music community as well as the wider community were
perceived by music organisations and musicians in Australia to have the most influence,
and which particular groups were perceived to have the least influence in shaping the
musical preferences of the general public. In this w a y the perceived levels of participation
and representativeness of various groups deemed to impact on Australian musical life
could be assessed. A n important part of this objective was to determine the placement of
the Australia Council and its Performing Arts Board in music organisations' and
musicians' perceptions about present and expected influence of the Council and Board.
Finally the question w a s also intended to discover if musicians and organisations held
similar opinions about the present and expected influence of the 19 groups.

A four point rating scale was used in this question to indicate each group's perceived
of present and expected influence, with a further column for 'no idea'. This procedure
was followed for all three questions of the survey. T h e 'no idea' response was not
included in the statistical calculations because it did not constitute a firm opinion nor did it
necessarily indicate indifference to the question. Further it did not represent any
meaningful point on the rating scale, but the information was considered as an element of
data in its o w nrightand provided information about the music community's awareness of
the existence of the Australia Council. A list of response categories and summary of
rating values for all items can be found for the three questions in Appendix 3.

The second substantive survey question included 19 items related directly to various
possible functions of the Performing Arts Board. It was intended to indicate h o w well
organisations and musicians perceived the Performing Arts Board to be conducting these
functions, that is h o w responsible, inclusive and adaptable the Board has been in meeting
the demands of the music community as a whole. T h e specified functions were derived
from a number of sources including the Functions of Council statement within the
Australia Council A c t statements of purpose and objectives located in Australia Council
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annual reports, and a number of interviews held with the Performing Arts Board's
administrative personnel. A s is commented on further in chapter nine, these fairly
comprehensive functions are not implicitly equal in terms of the Performing Arts Board's
or Government's priorities, or in terms of their potential significance to the music
community or the general public.

The objective of question two was two fold: first to ascertain which functions the selec
organisations and musicians perceived the Board to be performing most effectively, and
which functions they perceived ittobe performing less effectively; and second to reveal if
there were any differences in perception between organisations and musicians. Possible
differences in perception between organisations and musicians might indicate which of
the democratic values of public responsibility, political inclusiveness and policy
adaptability the Board could be seen to be performing most and least effectively for
organisations, and which democratic values it could be seen to be performing most and
least effectively on behalf of musicians. A six point scale was used in this question on
which respondents were asked to rate the Performing Arts Board's performance from
performing a function 'very well' to performing it 'not at all well'. A further two choices
were given to respondents to indicate whether they considered the function 'not relevant'
or had 'no idea'. T h e 'not relevant' category w a s included as an opportunity to assess
whether there was any discord between what the Performing Arts Board perceived its role
to be and what organisations and musicians considered the role of the Board to be.

The third and final question of the survey presented the same 19 functions again, this t
asking respondents to state h o w important they thought it w a s for the Board to perform
the various functions. T h e two main objectives of this question were to determine which
functions were perceived by organisations and musicians to be most important for the
Board to perform, and to assess any differences between the priority ratings assigned to
the functions by organisations and musicians. These perceptions would then be applied to
Stone's theory of elite distemper to indicate to what extent musicians and organisations
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could be seen to share similar views about the Board's role in terms of participation in
and representativeness of decision making, and responsiveness to changing social
conditions. The four point rating scale used this time ranged from 'very important' to 'of
no importance'. Provision was also m a d e for 'no idea', which was again excluded from
statistical analysis.

A broad discussion of the patterns that emerged between the results for questions two and
three is included in the analysis of results in chapter nine. F r o m this analysis a
comparison between the importance of and effectiveness with which the Board conducts
its various functions, as perceived by musicians and organisations, can be determined.
The extent to which there are differences, if any, between the perceived effectiveness of
the Board in performing its various functions and the priority awarded the functions will
also help to reveal if the Board can be seen to exhibit any disorders of elite conduct and
of if so of what type.

The Survey Population

The size of the music community is considerable. The ABS labour force estimates for
1986 indicated that there were almost 6,600 employed musicians and related music
professionals in Australia, and this did not include self-employed music teachers.
Moreover this population is widely dispersed making it extremely difficult to survey the
total number, so a select sample of individuals was chosen. The target population for the
survey was actual and potential clients of the Australia Council's Performing Arts Board.
This included musicians/music teachers, w h o because of the difficulty in securing full
time employment and/or an adequate income from their music often need to supplement
their music income by s o m e form, usually private studio teaching. They therefore
represented a large potential clientele group (Guldberg 1987, Throsby and Mills 1989).
School music teachers were not specifically included in the teacher category (although
seven per cent of the 800 musicians and music teachers surveyed nominated secondary
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teaching as their main music activity, as well as one per cent primary and three per cent
tertiary music teaching). Others identified for inclusion in the survey were individual
musicians and music organisations.

Size was problematic as there was no absolute clear guideline on the total sample numbe
required. However, a number of practical matters had to be considered, in particular the
cost of the survey, the ease of access to the various groups involved, the possible need to
identify different sub-groups within each category, for example within the musicians
category, male versus female, older versus younger, and for organisations, large versus
small, traditionalist versus populist, and the likelihood of a low response rate based on
previous studies of musicians which showed their tendency not to participate in surveys
of this kind. O n the basis of all these circumstances it was decided to have a total sample
size of around 1000 and to use a stratified sampling technique in which all the
organisations were included and approximately 400 each of the musicians/music teachers
and individual musicians. This imposed a constraint in the analysis in that the three
categories of participants were not equally represented in the total survey sample which
included all 269 (listed) music organisations, 400 out of approximately 4000 music
teachers and 400 out of approximately 10,000 musicians. In thefinalsurvey sample,
therefore, depending also on the different response rates in the different categories,
organisations were over represented and individual musicians under represented.
However, for the most part this had little impact on survey results because the three
categories of participants were treated separately whenever they held systematically
different views, and where their views were similar there was no sampling error involved
in combining the results.

Letters were sent to the central branch of each of the State and Territory Music Teache
Associations in Australia requesting a current membership list as a basis for selecting an
appropriate sample for the survey. O n e State chose not to provide a list of their members
but offered to co-operate by attaching a copy of the questionnaire to a sample number of
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monthly newsletters to be distributed to their members. N o response at all was provided
by the Territories so these were not included in the final sample.

It was more difficult securing a list for musicians who appeared on the whole to be a
cohesive group. The best estimate of what the total population of musicians might be
came from the industrial group representing musicians' interests in Australia, the
Musician's Union, whose records in 1991 included around 10,000 registered members.
(The Union had also been used for this purpose by Guldberg 1987, in his study of the
Australian music industry). A letter explaining the purpose of the survey and requesting a
list of Union members was sent to the Secretary of the Musician's Union in Melbourne.
Following subsequent clarification a copy of the questionnaire was forwarded to the
Union for consideration by the Board. In the end the Union decided not to release details
of their membership but agreed to help by distributing approximately 400 copies of the
survey to a random selection of their members and by advertising details about the
questionnaire in their monthly magazine for any other musicians w h o might be interested
in participating. (There were no respondents from this latter group.) The original intention
had been to use the same sampling technique used with musicians/musicteachers,that is
one in every ten names to be selected for inclusion in the survey giving a total of
approximately 1000 musicians, but after extensive consultations with the Musicians
Union, it was decided that the only practical approach was to accept their offer to include
their o w n selection of 400 musicians in the survey.

The list for music organisations was located in the publication entitled Ozart's A Gu
Arts Organisations in Australia 1990, which is updated yearly. Within this publication
arts organisations are listed alphabetically and cross referenced according to art form as
defined by the Australia Council, as well as being identified by location and special
interest. The number of organisations was relatively small, approximately 269, making it
feasible to survey them all. Categories of music art form represented were as diverse as
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ethnic, folk, jazz, music theatre, rock, opera, classical orchestral, chamber orchestra
groups, choirs and music publishers.

Survey Pre-test

On completion of the initial survey design a pre-test of the survey instrument was
conducted on a small group of musicians (one each located in Sydney, Brisbane and
Melbourne and three in Wollongong), musicians/music teachers (one each located in
Wollongong and Brisbane) and organisations (one each located in Sydney, Wollongong
and Perth). This was followed up with either personal or telephone interviews with
participants to discuss the suitability of the questionnaire design and the clarity of
instructions, and to help identify any vague or difficult questions that might be
misinterpreted by respondents. This exercise led to some small but important changes in
the wording and sequencing of questions. The final questionnaire was confined to an
eight page document colour coded for the three categories of survey participants, namely
music organisations, musicians and musicians/music teachers.

Administration of the Survey

A letter explaining the purpose of the study and its importance in providing knowledge
about perceptions held by the music community about w h o contributes most to the
musical life of the country (and the influence of the Australia Council in this), and about
h o w well the Performing Arts Board is conducting its music programs and activities
accompanied each questionnaire, along with a reply paid envelope (refertoAppendix 4).
All questionnaires were mailed within the same week in April 1991 including those to the
Queensland Music Teachers Association and the Musicians Union, both of which were
sent the questionnaires in bulk for subsequent distribution. A follow up letter was
distributed four weeks later consisting of a reminder letter and another copy of the
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questionnaire. After a further four week period the survey was concluded and the
response data prepared for analysis.

Data Collection and Recording Procedures

The results from all returned questionnaires were coded for analysis using the Stat
512+ statistical package. The representativeness of the survey respondents (and hence the
generalisabitity of results) wasfirstdetermined using a Chi-Square goodness offittest
The indepth analysis of the data principally made use of the Mann-Whitney U, the
Wilcoxon Signed Rank, and the Kruskal-Wallis One W a y Analysis of Variancetest(the
rationale for their usage is explained more fully in chapters eight and nine).

Once the analysis was complete a summary of results was prepared in order to reveal
general trends in response for each of the three participant groups. O n the basis of that
general summary and to obtain clarification and further explanation of the results, some
further interviews were conducted with representatives from the music community and
personnel within the Performing Arts Board. A profile of these interview participants is
provided in chapter seven.

Follow Up Interviews

It was assumed that, because only organisations were included in the follow up
interviews along with Performing Arts Board personnel (all of w h o m had been briefed on
the study earlier, and some of w h o m had responded to the questionnaire), it would be
unnecessary to reiterate all details of the survey. However, as a precaution, a letter was
sent to the prospective interviewees reminding them of the survey and requesting their
assistance in the clarification of some of the survey findings.
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Most responded promptly to the letter and were keen to k n o w the outcome of the survey.

Arrangements for interview were organised by telephone and it was possible to meet wit
all interviewees in person during October and November 1991. A brief summary of
survey results was forwarded to all interviewees prior to the interview, including the
Performing Arts Board personnel. All interviews were again conducted in the work
environment of the interviewees and were approximately 60 to 90 minutes in duration.
Participants had the opportunity to make any initial comments they thought relevant
interesting or important about the survey results, and then to comment further on the
specific findings as they pertained to each of the three substantive questions of the
survey. The most commonly occurring written comments by survey respondents were
also discussed with interviewees, and their opinion sought about the content of these.
Almost all interviews were taped and the tapes later transcribed so that comments on
particular issues could be drawn together and responses compared. This procedure was
also used with interviewees who represented the Performing Arts Board.

The information gathered in the follow up interviews provided useful clarification of

survey findings, and is presented in chapters eight and nine along with the overall sur
results.

2

Chapter Seven

Analysis of Survey Results: Profile of
Participants
Survey Response Rate

The overall response rate for the survey was relatively low with only 303 of t
questionnaires distributed being returned completed. This result was due to several
factors. One of these was misdirection of the questionnaires. For example some of the
home and work addresses, principally for musicians/music teachers (hereafter to be
referred to simply as musicteachers)(14 in total) and other music professionals (five in
total) were out of date and as a result the questionnaires were returned since no
forwarding addresses could be located. In the case of another three potential professional
musician respondents, they were currently interstate or overseas engaged in further
professional studies. Another eight questionnaires, all from organisations, arrived too
late to be included in the computer processing.

Of the questionnaires likely to have been appropriately directed the response
different population subgroups was as follows; musicteachers114 (28.5 per cent), other
music professionals 95 (24 per cent), and organisations 94 (36 per cent). The response
rates for this survey were not unexpected or out of character with other surveys
conducted with this population. For example, Guldberg (1987:273) in his study of the
Australian music industry included 7,398 musicians out of an estimated population of
9,200 based on a list provided by the Musicians' Union, and 372 private music teachers
based on lists provided by Music Teachers' Associations in Victoria, South Australia,
Western Australia and the Australian Music Examinations Board in the case of N e w
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South Wales. Guldberg achieved a 16 per cent response rate for musicians and a 23 per
cent response rate for private music teachers. The Musicians' Union was also the chief
source of names for other music professionals used in the present survey. Their
expectation about the anticipated response rate by musicians to this survey was that it
would be low, probably in the vicinity of 10 to 12 per cent, as musicians typically were
reluctant to respond to questionnaires. Their comments and observations were based on
similar past survey attempts conducted by the Union which usually yielded such low
response rates.

A number of surveys were also returned uncompleted, mainly by music teachers and
other music professionals, although this also applied to four small organisations (that is
those with an annualtotalbudget of less than $50,000), with a cover letter explaining that
they had never heard of the Australia Council and its Performing Arts Board and therefore
felt unqualified to comment on its performance. At the other extreme a few organisations
and individual musicians initiated follow up calls wanting to offer additional data about
their perceptions of the Performing Arts Board and its current operations.

In order to establish some point of comparability for the survey, given the relatively
response rate, other relevant available reference sources were consulted and are referred
to in this section. They include the Guldberg study (1987) which represents one of the
most comprehensive accounts of the Australian music industry to date, and the study by
Throsby and Mills (1989) (referred to in chapter five), which concentrates on the
economic, social and professional conditions of artists across m a n y art form occupations
including musicians.

Several findings reported by these studies about musicians and the music industry in
Australia are used as points of comparison with this study's survey findings about
musicians. They together with the Australian Bureau of Statistics ( A B S ) 1986 labour
force statistics represent the most comparable reference data available to date and indicate
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that the patterns that emerged in this survey correspond broadly with the general
population picture.

Data Processing and Analysis

The survey responses for music teachers and other music professionals were first treate
separately and analysed accordingly, although it became obvious from preliminary
analysis that the perceptions held by both groups were very similar for the majority of the
questionnaire items, and that in fact m a n y music teachers were also employed as music
professionals on a part-time basis. This dual role had been observed earlier by Throsby
and Mills (1989:10-11), w h o found that musicians spent 41 per cent of their working
time on their primary creative activity, 26 per cent on other arts work and 33 per cent on
non-arts work. They found that the most significant example of time spent on other arts
related work w a s teaching, either through an institution (such as a school) or privately.
The overall picture that emerged from their study was that a significant number of artists
were unable to work full-time at their chosen career because offinancialrestraints and the
necessity to earn an income.

Given these results it was decided to treat the data for music teachers and other music
professionals together, and hereafter these respondents are referred to collectively as
musicians. However, wherever significant differences did occur in the pattern of
response between these two groups they are indicated in the analysis. In other respects it
is reasonable to assume that the aggregated results reflect the views of musicteachersand
other music professionals as a whole.

Organisations are treated as a separate group throughout the analysis because their
responses represent a collective viewpoint rather than an individual one, and it is not
made explicit w h o is actually responding on behalf of the organisation.
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For certain matters requiring a comparison of individual responses to different questions
it w a s not feasible to include the results of survey respondents w h o completed only
particular sections of the questionnaire. Included in this group were 23 musicians w h o
partially completed thefirstquestion about the levels of influence of 19 groups and
organisations in shaping musical preferences of the general public, and thefinalsurvey
question about the role and priority of the Performing Arts Board, but did not answer the
second question about its performance because of their overall lack of knowledge of the
Performing Arts Board.

Organisations generally appeared to be much more aware of the Performing Arts Board,
its role and function. However three small organisations, as well as one of the moderately
large organisations that had been involved in the music industry in an advisory and
promotion capacity over m a n y years, also expressed their initial hesitancy in answering
the second question about the Board's performance because the respondents claimed to be
"unsure about what the Performing Arts Board actually does".

A number of in-person interviews were also conducted with key personnel within several
music organisations. These interviews were held after an initial analysis of statistical
results had been prepared. Once all interview material had been gathered a final interview
was conducted with personnel in the Performing Arts Board. The main objective of these
interviews was to gather comments from people w h o could elucidate the most significant
survey results.

Profile of Survey Respondents

The first section of the questionnaire requested both musicians and organisations to
provide background information, either pertaining to themselves, as w a s the case for
musicians, or to their organisation. T h e data for these background questions is presented
in Tables 7.1 - 7.18 as numbers and percentages detailing frequencies of occurrence. The
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profile data includes the 209 musicians and 94 organisations w h o responded to the
survey, while the analysis of responses to individual questions includes only those
respondents w h o completed all questionnaire items, namely 186 musicians and 94
organisations.

The 800 musicians and 269 organisations reflect the sample selected for this survey.
Given this factor and the relatively small number of questionnaires from musicians (22)
and organisations (eight) that could not be included in the analysis of results for reasons
principally related to mis-direction (as explained in the opening section of this chapter),
and the fact that these numbers were not obviously concentrated within any one location
or group, and therefore did not effect the distribution of results, they were not eliminated
from Tables 7.1, 7.2 and 7.18.

The Chi-Square goodness of fit test was used in the initial stages of analysis to deter
the generalisability of the survey results according to information available about both
respondent and non-respondent musicians and organisations.

Musicians

Individual musicians were first asked in the questionnaire to provide their State of
residence, sex, age, main music activity, the number of years they had been engaged in
this activity, the number of hours per week they normally spent working in this activity,
their main sources of income, and whether they had applied for or received a
Music/Performing Arts Board grant (see Appendix 2a).
Table 7.1 shows the breakdown by State of residence of the 209 musicians who took part
in the survey. These results are based solely on responses from the six States since
neither of the two Territories provided a list of m e m b e r s to be included in the survey.
Since the Territories have relatively small populations this had no significant effect on the
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overall results. This is verified by the A B S labour force estimates for 1986, which reveal
that of the 6,596 total employed musicians, composers and related professionals in
Australia, only 102 (two per cent) reside in the Australian Capital Territory (ACT) and no
figures were entered for the Northern Territory under this classification (see Appendix 5,
Table 1). N o specific census data was available at the level of private musicteacher.The
privateteacherclassification as defined in the A B S population census, also included art,
drama, dressmaking, handicrafts and other similarly described teachers.

Table 7.1: Distribution of Musicians by State of Residence

State

N o . in
Survey

N o . of Respondents

Response Rate (%)

Observed#

Expected*

State
Sample

Total
Sample

Victoria

290

79

76

27

38

Queensland

150

42

39

28

20

N e w South Wales

150

35

39

23

17

Western Australia

87

24

23

28

11

South Australia

85

21

22

25

10

Tasmania

38

8

10

21

4

All States

800

209

209

26

100

*

Based on a uniform response rate across all States.

#

JC2 = 1.69,

df=5,

p = >0.80

State of residence was considered as a possible source of influence on musicians'
perceptions about the Performing Arts Board. Guldberg (1987: Chapters 7 and 14) for
example had commented on the dominant hold N e w South Wales ( N S W ) appeared to
have on the Australian music industry. This included a concentration of manufacturing
and recording activities in N S W , as well as the radio,televisionand audio equipment
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industry (especially in Sydney). Presently over 50 per cent of the music service
organisations are located in Sydney including the Australian Copyright Council, the
Australian Record Industry Association Limited (ARIA) and the Australasian Performing
Right Association Limited (APRA).

It is interesting to note, however, that while in general terms the distribution of
musicians, composers and related professionals followed the overall distribution of
population in Australia (as reflected in the A B S labour force figures for 1986), there were
proportionately more musicians, composers and related professionals in Queensland,
South Australia and Tasmania than elsewhere, and proportionately fewer in Victoria and
N e w South Wales (see Appendix 5, Table 1 and Appendix 6, Table 2).

An analysis was therefore made to ascertain how representative the 209 respondents w
of the total 800 musicians included in this survey. In comparing the observed responses
for each State with the expected responses based on a uniform response rate across all
States, Table 7.1 reveals that there was no significant difference according to their State
of residence (x2 = 1.69; df= 5; p > 0.80). (Refer also to Appendix 7, Table 3). The
sample of responses is broadly representative of the total sample involved in the survey,
but by comparison with A B S census data on the distribution of musicians as broadly
defined by the A B S , Victoria is over represented and N S W is under represented in this
survey. This factor needs to be taken into consideration where State of residence becomes
an important differentiating characteristic, but in most cases this does not effect the pattern
of results.

Table 7.2 indicates that the majority of the music teachers who responded to the
questionnaire were female (81 per cent), while the majority of other music professionals
were male (67 per cent). (Refer also to Appendix 8, Table 4). Further Table 7.3 shows
that the majority of music teachers and other music professionals were between 35 and
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49 years of age (51 and 35 per cent respectively), although musicteacherson the whole
represented an older population.

Table 7.2: Distribution of Musicians by Sex
Other Music
Professionals #

Music Teachers *
No. in
Survey

Sex

Respor idents

No. in
Survey

%

No.

Respondents
No.
%

Total
Respondents

No.

%

91

22

24

300

64

21

86

41

Female

309

92

30

100

31

31

123

59

Total

400

114

28.5

400

95

24

29

100

Male

*

x2 = 1.09,

df=\,

P = : > 0.20

#

„2 = 3.58,

df=l,

P = : > 0.05

Table 7.3: Distribution of Musicians by A g e

Age
(Years)

Music Teachers

Other Music
Professional!

Total

Respondents

Respondents

Respondents

No.

%

No.

18-24

3

2

25-34

19

35-49

%

No.

%

8

8

11

5.5

17

32

34

51

24.5

51

45

35

37

86

41

50+

41

36

20

21

61

29

Total

114

100

95

100

209

100

Again these results appear to be consistent with results from previous surveys of
musicians intermsof sex and age profile. According to Guldberg (1987:42) the estimated

2

number of male musicians at the end of 1985 was 74 per cent and 26 per cent female,
whereas the figures are almost reversed for private musicteacherswith 23 per cent being
male and 77 per cent female (see Appendix 9, Table 5). Discussions with the Musicians
Union confirmed this percentage distribution for musicians. It was further supported by
the A B S labour force statistics for 1986 which indicated that 75 per cent of musicians,
composers and related professionals were male and 25 per cent were female.

The age distribution of practising artists as defined by the Committee for the Individu
Artists Inquiry (1983:16-17), revealed that a comparatively high proportion of musicians
were over 40 years of age. Guldberg (1987:47) in his study confirmed this and found the
average age in years of musicians to be 38, and to be even higher for private music
teachers, around 43 years. Throsby and Mills (1989:34) found the mean age of musicians
to be 39 years. Their study also found a relatively low proportion in the younger age
bracket namely nine per cent aged up to 24 years and 34 per cent in the 25-34 year age
group (see Appendix 10, Table 6).

Musicians were also asked to nominate what they considered to be their main music
activity. A s indicated in Table 7.4 the group with the highest representation was that of
privateteacher.Approximately 35 per cent of respondents w h o classified themselves in
this w a y chose to c o m m e n t on their choice to the effect that they also considered
themselves to be either an instrumentalist, singer, or composer, but that because they
secured the majority of their yearly income from private music teaching they chose the
latter as the category to represent their main music activity.

Some musicians expressed their "dismay" and "frustration" at not being able to, in the
words of one, "forge a decent living" from what they considered to be their "real job". It
was also interesting to note that a number of musicians from this same group commented
on problems of acceptance in a foreign country. For example, "I a m able to live as a
professional musician in m y o w n country, but m y talent is wasted in Australia because I

have not been given a real chance by the Australian music community, including those
w h o hand out the money".

Table 7.4: Distribution of Musicians by Main Music Activity

M a i n M u s i c Activity

Respondents
No.

%

Administrator

3

1

Composer

8

4

Conductor

6

3

Instrumentalist

63

30

Singer

15

7

92

44

tertiary

6

3

secondary

14

7

2

1

209

100

Teacher

private

primary
Total

The picture given here by musicians w a s that a significant proportion of Australian
musicians were unable to work full-time in their chosen music profession because of their
inability to derive a full time income from it. Further, ethnic musicians not born in
Australia felt doubly disadvantaged for not only were they unable to secure a full-time
income from their principal music activity, they perceived that their music was not seen as
a legitimate art form in Australia.

Classification of respondents' main activity as a music professional was considered as
another possible dimension of difference in their perceptions about the Performing Arts
Board. H o w e v e r as suggested above, the initial analysis of results for musicteachersand
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other music professionals revealed that both groups shared similar perceptions about the

Board. Because of this there appeared to be no point in treating the specific activ

within each of the two groups (that is, administrator, composer and the like) separ

Table 7.5: Distribution of Musicians by N u m b e r of Years
Spent in M a i n Music Activity

Number
of Years

Music Teachers

Other Music
Professional!

Total

Respondents

Respondents

Respondents

No

No.

%

No.

2

2

3

3

5

2

2-5

11

10

12

13

23

11

5-10

23

20

19

20

42

20

10-20

40

35

39

41

79

38

More than
20

38

33

22

23

60

29

114

100

95

100

209

100

Less than
2

Total

%

%

i

Table 7.6: Distribution of Musicians by N u m b e r of Hours
Per W e e k Normally Spent on M a i n Music Activity

Number
of Hours

Music Teachers

Other Music
Professional:

Total

Respondents

Respondents

Respondents

No.

%

No.

%

Less than

4
Between
8-15
Between
15-25
More than

25
Total

%

3

3

3

3

6

3

7

6

7

7

14

7

25

22

21

22

46

22

24

21

28

30

52

25

55

48

36

38

91

43

114

100

95

100

209

100

Between

4-8

No
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Tables 7.5 and 7.6 indicate that the majority of the 209 musicians w h o responded to the
questionnaire had been working in their main music activity for 10 years or more and that
the majority spent more than 25 hours per w e e k engaged in that activity. This is
consistent with the Guldberg (1987:46-47) surveyfindingsthat discovered musicians had
spent an average of 18 years in their main music activity and private music teachers an
average of 16 years, and that both groups spent an average of 22 hours per week working
in their main music activity. Throsby and Mills (1989:38) found the m e a n hours
musicians worked at their principal artistic occupation to be 23 (see Appendix 11, Table
7). The number of years musicians had spent in their main music activity was to be
expected given the relatively high average age of musicians and the age at which they
commenced professional work in their art form. Throsby and Mills (1989:36) found that
53 per cent of musicians started work aged between 10 and 19 years and 42 per cent
between the ages of 20 to 29.

The remaining background questions to the survey asked musicians to indicate what
proportion of their income stemmed from their main music activity and details about their
contact with the Music/Performing Arts Board in relationtogrants.

As can be seen from Table 7.7 the majority of musicians received the bulk of their inco
in the form of salaries and wages. The categories of royalties and copyright earnings, and
fees and work commissioned without Australia Council assistance, also constituted
potential sources of income but as a significant source for only a relatively small group of
musicians. T h e least well represented potential income source w a s grants and
fellowships. It would appear that very little has changed in what constitutes the major
sources of income for musicians and music teachers w h e n these findings are compared
with those of Guldberg (1987:69-78), (see Appendix 12, Table 8) and Throsby and Mills
(1989:39), (see Appendix 13, Table 9). In both of these studies salaries and wages
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together with fees and commissions constituted the major sources of income for
musicians and private music teachers.

The results for questions relating to whether respondents had ever applied for or
a grant from the Music/Performing Arts Board are presented in Tables 7.8 and 7.9. These
questions attracted a number of comments from music teachers and other music
professionals which helped to explain the high percentage of respondents who had never
appliedtothe Board for a grant.

Table 7.8: Distribution of Musicians According to Whether They Have
or Have Not Applied to the Music/Performing Arts Board for a Grant
Music Teacher
Respondents

Other Music Professional
Respondents

Total
Respondents

Applied
for a
Grant
Yes

21

32

53

No

93

63

156

114

95

209

Total

x2 = 6.51; df=U p = <0.02

Approximately 50 per cent of music teachers and 30 per cent of other music profe
claimed they had never heard of the Australia Council or the Performing Arts Board.
(These figures were consistent with the data on the question asking for an opinion on
how well the Performing Arts Board performed certain functions as represented in
Appendix 3. This revealed considerably high percentages for both groups in the 'no idea'
column for many items within the question). Throsby and Mills (1989:59) also found in
their study that a substantial proportion of musicians (around 26 per cent) had no
knowledge of the Australia Council.
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Comments m a d e by musicteacherswere generally in the form of questions such as "what
does the Australia Council do and from where do they operate ?". This general trend of
questions was complemented by similarly directed comments. For example one other
music professional commented "its hard to believe that I have been involved in the
performing arts for over 20 years and I've never heard of this Board. W h a t mechanism
do they use to inform the public of their existence ?". Another respondent commented that
the "Sunday afternoon program on the A B C T V with Peter Ross [referring to an arts
program dealing with arts issues and items across all art forms] is the single great quality
informer and educator of the arts".

The overall results and comments seem to suggest that there is a fairly low level of
awareness amongst musicians, particularly musicteachers,of the Australia Council. This
probably stems from the fact that music teachers in their work are less likely to have
contact with arts funding authorities than other music professionals, w h o either directly or
indirectly (through a commission from an organisation made possible through Council
support) are more likely to have knowledge of the Council as a possible source of
support. This is borne out in Table 7.8 which shows that only 18 per cent of music
teachers compared with 34 per cent of other music professionals had applied to the
Music/Performing Arts Board for a grant (x2 = 6.51; df= l;p = < 0.02).

As indicated in Table 7.9, of the 21 music teachers who had applied for a
Music/Performing Arts Board grant, eight (38 per cent) were successful in securing a
grant from the Board. In the case of other music professionals however the rate of
success was higher, with 17 (53 per cent) of the 32 respondents w h o had applied for a
grant being awarded one.
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Table 7.9: Distribution of Musicians W h o Have
Applied for and Received a Grant

Music Teacher
Respondents

Other Music Professional
Respondents

Total
Respondent;

Received
a Grant
Yes

8

17

25

No

13

15

28

Total

21

32

53

JC2=1.25;

df=l; p = <0.20

It would appear therefore that music teachers are less likely to apply to the Council
grant, and those w h o do are less likely to receive one than other music professionals,
although the level of difference is not statistically significant

Again several respondents, especially other music professionals and principally those
w h o had been unsuccessful in attaining a grant, chose to qualify their response. Their
comments all tended to be negative toward the Australia Council and their perception of
its funding distribution structure. For example "the Australia Council is an organisation of
little worth to me"; "it's w h o you k n o w that determines if you get a grant from the Board
and I'm not well connected enough so w h y should I bother even trying"; "I used to apply
nearly every year and continually get rejected without ever knowing why, they just don't
communicate with their musicians. I don't apply any more, its too degrading"; and finally
"they seem to be on about distributing large amounts of money to traditional types of
music groups without really examining whether these people are any good or really
contributetomusic in Australia".

The perception held by some musicians of the Council's distribution of support for
music, especially as it related to individual musicians, appeared to be one of

dissatisfaction with Council emphasis and choices m a d e in the distribution of its support,
as well as with the procedures whereby assistance is m a d e available. The balance was
perceived to be tipped in favour of groups and individuals w h o appeared to have a firmly
established bargaining position. It w a s in part also attributed to Council's apparent
obligation to entrenched traditionalist interests. These perceptions seem to suggest inter
alia, that the Council m a y need to award greater effort to informing musicians about its
role and function as well as its grant application procedures, keeping in mind that
although individual musicians can and do apply directly to the Performing Arts Board for
grants, m a n y grants go to musicians via organisations. O n e such example is the composer
commissions.

The above comments made by respondents raises the question of possible bias or
antagonism a m o n g unsuccessful applicants. Table 7.10 reveals that the spread of grants
commencing in 1978 and continuing through to the present was fairly evenly distributed,
although 1990 appeared to represent a year w h e n a higher than usual pattern of grant
giving to musicians by the Performing Arts Board occurred. The fairly even spread as
well as the number of non-recipients of Board grants w h o responded to the survey,
would appear to exclude that element of possible bias that could have entered into the
questionnaire's results for musicians based on receipt and non-receipt of a Board grant. It
might have been that grant recipients and especially recent grant recipients would be more
willing to respond to the questionnaire than other musicians. O n inspection however there
was no indication of any systematic bias in this direction (see Table 7.10), though the
total number of grant recipients in the survey w a s too small to m a k e any definite
conclusion on this point.
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Table 7.10: Distribution of Musicians W h o Have Received a Grant
by Most Recent Year of Receipt

Music Teacher
Respondents

Other Music
Professional
Respondents

Most Recent
Year Grant
Received

No.

No.

No.

1978

2

1

3

12

1980

1

-

1

4

1982

-

2

2

8

1983

-

1

1

4

1984

-

3

3

12

1985

1

1

2

8

1987

2

-

2

8

1988

1

1

2

8

1989

-

2

2

8

1990

1

5

6

24

1991

-

1

1

4

Total

8

17

25

100

Total
Respondents

95

Organisations

Background questions addressed to organisations related to their size (which was
expressed in terms of total annual budget), main music activity (from a given list of 13
music art forms), income sources and years of establishment (see Appendix 2b).

The profile of organisations w h o responded to the survey reveals that just over half

operated with a total annual budget of less than $50,000 and only 12 per cent had a total

annual budget in excess of $1 million (see Table 7.11). It was not possible to compare the
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percentages given for each of the five specified categories of size a m o n g the 94
respondents with the total of 269 organisations included in the survey. Specific
information about an organisation's size and annual budget was not contained in the
sources used to identify music organisations (Ozarts document and the Australia Council
reports) and could not be accessed by other means for obvious reasons of confidentiality.

Table 7.11: Distribution of Organisations by Size
Respondents
Category (Total annual budget)*

No.

%

Very large ($5m +)

3

3

Large ($lm- 5 m )

8

9

Moderately large ($100,000 - $lm)

22

23

Moderate ($50,000 - $100,000)

13

14

Small ($50,000 and less)

48

51

Total

94

100

* Size is expressed in terms of total annual budget and is provided in brackets
next to each of the categories.

It was assumed that the majority of music organisations in Australia wouldfitinto one of
the three categories of moderately large (total annual budget in the range $ 100,00-$ lm),
moderate ($50,000-$ 100,000) and small (less than $50,000) with only a small proportion
fitting into the large category ($lm - $ 5 m ) and an even smaller number into the very large
category (in excess of $5m). This pattern w a s confirmed in discussions with two
directors/general managers of large to very large organisations and a former Director of
the Music Board, all of w h o m claimed that Australia would not have more than six
performing arts music organisations that would qualify for the very large category. They
also commented that there were likely to be m a n y small music organisations in the
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country, that is with a total annual budget of less than $50,000, of which the Australia
Council had no formal knowledge or contact and whose names did not appear in Ozarts.

Table 7.12: Distribution of Organisations by Main Music Activity

Respondents
Music Activity

No.

%

Brass Band

3

3

Classical - Ensemble

9

10

Classical - Orchestral

17

18

Ethnic

6

6

Folk

4

4

Jazz

8

9

Music Theatre

1

1

Opera

6

6

Rock

3

3

Choral

8

9

Teaching

12

13

Contemporary Music Ensemble

6

6

Other - publishing

1

1

- recording

3

3

- Councils/Centres

7

8

94

100

Total

Organisations were also asked to describe their main music activity, the results of which
are shown in Table 7.12. The results indicate that the music activity with the largest
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representation w a s classical-orchestral music and the smallest representation was music
theatre and publishing. The 13 nominated music activities were further categorised into
traditionalist or populist in keeping with one of the major themes of this study, and as a
significant dimension of possible difference in organisations' perceptions of the
Performing Arts Board.

According to the definitions of traditionalist and populist referred to in earlier cha
the study, the classical-ensemble, classical-orchestral, music theatre, opera, choral and
contemporary music ensemble activities were all categorised as traditionalist, while brass
band, ethnic, folk, jazz and rock were categorised as populist. The names and details
pertaining to the origins and services provided by each of the 269 organisations, as set
out in Ozarts, provided the necessary data source for the categorisations eventually
decided upon for each of the organisations. The activity areas of Teaching and 'Other',
which included publishing, recording, arts councils and music centres were not included
in the two w a y categorisation because they catered, in almost all instances, to both
traditionalist and populist music activities and consequently could not be clearly
categorised as being either traditionalist or populist in orientation. The latter explains w h y
in Table 7.13 thetotalnumber of observed respondents is 71 not 94, and the total number
of organisations included in the survey totals only 186 and not 269.
Table 7.13: Distribution of Organisations According to M a i n Music
Activity: Observed and Expected Frequencies of
Respondents and Non-respondents

No. of Respondents

No. in Survey
Main Music
Activity
Traditionalist
Populist
Total
x2 = 1.0;

Response
Rate (%)

Observed

Expected

125

47

48

38

61

24

23

39

186

71

71

38

df=l;

p = > 0.30
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A n analysis was then m a d e to ascertain h o w representative the 47 traditionalist and 24
populist respondents were of the total 186 similarly categorised organisations included in
this survey. In comparing the observed responses for traditionalist and populist
organisations with the expected responses, based on a uniform response rate for both
activity types, Table 7.13 shows there was no significant difference in response between
traditionalist and populist music organisations (x2 = 1.0; df = \;p = > 0.30). It is
therefore reasonable to conclude that the collection of organisations responding to the
survey is broadly representative of the traditionalist/populist distribution across the
country as a whole.

The next question requested organisations to detail what their main sources of income
were in 1990. A s shown in Table 7.14 by far the largest source of income for
organisations was public receipts with 86 per cent of organisations acknowledging this as
an income source and 28 per cent claiming it as their main income source. State
government funding bodies constituted some source of income for 47 per cent of
organisations while 37 per cent received some income from the Australia Council's
Performing Arts Board in 1990, with four per cent receiving 75-100 per cent of their
income from the Board. Well over half of the responding organisations, however,
received no income from the Board in 1990.

As shown in Table 7.15, of the 34 organisations which received some of their income
from the Council, only 13 of these were small sized organisations. Further, Table 7.16
indicates that of the 34 respondents which received some income from the Council, only
seven were populist in orientation. According to the results presented in Tables 7.15 and
7.16, therefore, the Council's pattern of funding showed a bias in favour of large
organisations (x2 = 6.33; df=2;p=<

0.05), and organisations that dealt with

traditionalist music forms (x2 = 5.11; df- \',p = < 0.05).
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Table 7.15: Distribution of Income from the Australia Council
Performing Arts Board for Organisations by Size*
Very
large/large

Mod. large/
moderate

Small

No. of
respondents

No. of
respondents

No. of
Respondents

Obser- Expec
ved
-ted

Obser- Expec- Obser
ved
ted
-ved

N o income
Some income

6

4

Total
No. of
Respondents

Expected

20

21

35

28

59

15

14

13

20

34

Total 10 10 35 35 48 48

93

x2 = 6.33;
*

df=2;

p = < 0.05

Thefivesize categories have been condensed into three to allow for a more
reliable analysis.

Table 7.16: Distribution of Income from the Australia Council
Performing Arts Board for Organisations by Main Music Activity

Observed

Total
No. of
Respondents

Populist
No. of
Respondents

Traditionalist
No. of
Respondents
Expected

Observed

Expected

N o income

20

24.5

17

12.5

37

Some income

27

22.5

7

11.5

34

Total

47

47

24

71

JC2

= 5.11;

df=l;

24
p = < 0.05

The final background question (years of establishment) asked organisations to state how

long they had been in existence. As can be seen in Table 7.17 most organisations

been going for 10 or more years, with only four per cent of respondents having b

2

established for less than two years. The five time scales (as shown in Table 7.17) were
then condensed into three (see Table 7.18) as small expected frequencies such as those
which occurred in the 'less than two years' category made it otherwise inappropriate to
use the chi square test (Cochran 1954 in Siegal 1956:46). In order to meet the size
requirements for expected frequencies it was possible to meaningfully combine the
adjacent categories of less than two and two tofiveyears, as well as thefiveto 10 and 10
to 20 years categories, to allow a more reliable analysis to assess h o w representative the
94 respondents were in terms of years of establishment of the total 269 organisations
included in the survey. The Ozarts document again supplied the required details about the
year in which each organisation had been established.

Table 7.17: Distribution of Organisations by
Years of Establishment
Respondents
N u m b e r of Years
Less than 2

No.

%

4

4

2-5

16

17

5-10

23

25

10-20

29

31

More than 20

22

23

Total

94

100

In comparing the observed responses for the three categories defining years of
establishment with the expected pattern of responses based on a constant response rate
measured across each category, Table 7.18 reveals that no significant difference was
observed (x2 = 1.6; df=2;p

= > 0.30). It is therefore reasonable to conclude that the

organisations responding to the survey are a representative sample group based on years
of establishment.
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Table 7.18: Distribution of Organisations by Years of
Establishment: Observed and Expected Frequencies of
Respondents and Non-respondents
No. of
Respondents

No. in Survey
No. of Years
Up to 5
5-20
More than 20
Total

x2 = 1.6;

Response
Rate

Observed

Expected

46

20

16

44

157

52

55

33

66

22

23

33

269

94

94

35

df= 2;

(%)

p = > 0.30

Profile of Interview Participants

Eight interviews were conducted with key personnel within music organisations.
list of organisations represented in the interviews, see Appendix 14). Apart from the
practical constraints in not being able to interview a large enough range and number of
individual musicians and the possibility of only being abletogather what in all likelihood
would have amounted to idiosyncratic impressions from a few individuals, organisations
were consideredtobe the best choice for interview. The collective voice of organisations
was also considered to be not only influential in determining Board actions, but also more
commanding of attention in the music community than the individual voice.

Most of the organisations chosen were large, based on the premise that they ha
disproportionate political influence on the Performing Arts Board and vice versa; while
one medium and one small organisation were also included in the interview schedule in
order to gain as balanced a viewpoint as possible. A further five organisations were
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contacted about participating in the follow up interviews but declined the offer or did not
respond at all. Because of the relationship that most of the arts organisations (chosen to
participate in these interviews) have with the Australia Council, the issue of not revealing
interviewees' identity became a significant determinant for whether or not they would
agree to be interviewed. Even after assurances of anonymity a number of key executives
declined to be interviewed because of concerns about identity, and so due to the overall
sensitivity of this issue, interview participants' confidentiality is respected and names are
not attached to comments presented in chapters eight and nine.

It was considered important to the overall survey results to include representation from
m a n y different areas of the music industry as possible. In this w a y it was anticipated that
no systematic bias would appear and affect the validity of interview comments about
survey results. T o this end organisations involved in performance, publication,
broadcasting, recording, promotion and education were included. Further, to achieve
balance of viewpoint these organisations were chosen on the basis that they represented
both traditional and popular music art forms.

A further five interviews were conducted with Performing Arts Board personnel,
including the Chairman of the Board, Director of the Board's administrative arm and the
senior music officer, as well as the chairmen of the three panel assessment music
committees. After initial contact had been established with the Chairman of the Board and
an informal follow up interview had been conducted, it w a s suggested by the Chairman
that it would be more beneficial to the study overall to direct all questions to either the
chairmen of the music committees and/or the Performing Arts Board's administrative
staff. This w a s consequently done, although only one of the music committee chairmen
was available for interview.

237

Chapter Eight

Analysis of Survey Results: Perceived Influence on
Public Musical Preferences
Data Analysis

Chapters eight and nine present the survey results. Given that the survey responses were
based on subjective rating scales in which the level of measurement used was ordinal, it
was strictly appropriate to use non-parametric statistics. T h e simplest of the measures is
central tendency (the average score) which is used for simple comparison to indicate
differences in trend, and the measure of central tendency for ordinal data is usually the
median. However, Labovitz (1970:515-524) points out that in most circumstances
"empirical evidence supports the treatment of ordinal variables as if they conform to
interval scales", which suggests that the m e a n can be used as a substitute. Further treating
ordinal values as if they were interval allows for greater versatility in statistical
manipulation. Statistical analysis based on interval data, in particular the Student's t test,
is sufficiently robust that it is not greatly distorted by differences in the underlying
distribution of scores.

Because of these factors it was reasonable to treat the rating scales as though they
represented interval data and thus use the more convenient measures of m e a n score to
indicate difference in trend. Nevertheless where precise comparisons were m a d e these
assumptions were avoided by using the more appropriate non-parametric statistical
procedures, in particular the Mann-Whitney U as the non-parametric equivalent of the t
test.
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Question One: Present and Expected Levels of Influence

The first substantive question of the survey asked respondents to give
two related issues; the level of influence certain groups have at present in shaping the
musical preferences of the general public, and the level of influence they should have (see
Appendix 2a and 2b).

There were four specific null hypotheses related to this question. The
there would be no significant difference between musicians and organisations in their
perception of the level of influence certain groups have at present in shaping the musical
preferences of the general public. This was based on the assumption that musicians and
organisations would share similar opinions about which groups presently have the most
influence.

The second hypothesis was that there would be no significant differenc
musicians and organisations in their perception of the level of influence certain groups
should have in shaping the musical preferences of the general public. This was based on
the assumption that musicians and organisations would share similar opinions about
which groups should have the most influence.

The third hypothesis was that in the perception of musicians there wou
difference between the level of influence certain groups have at present in shaping the
musical preferences of the general public and the level of influence they should have. It
was anticipated, however, that there might be a systematic difference in the perception
held by musicians between present and expected levels of influence for certain groups
given the results of other studies conducted with musicians about similar issues, most
notably the Guldberg study (1987).
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The fourth hypothesis was that in the perception of organisations there would be no
significant difference between the level of influence certain groups have at present in
shaping the musical preferences of the general public and the level of influence they
should have. It was anticipated, however, that there might be a systematic difference in
the perception held by organisations between present and expected levels of influence for
certain groups given the results of preliminary interviews conducted with key personnel
within major music organisations.

Further to this the statistical analysis was expected to reveal if there was a signific
difference between musicians and organisations in their perception of which groups have
the most influence at present and which groups have the least influence; as well as which
groups should have the most influence and which groups should have the least influence.

Given that the central hypotheses concerned differences between ranks for two
populations, with organisations constituting one population and musicians the second
population, and that both independent and related sampling procedures were used, the
followingtestswere decided upon as most appropriate. The two principal non-parametric
statisticaltestschosen were the Mann-Whitney U test and the Wilcoxon Signed Rank
test The Mann-Whitney U test was used to test the first two hypotheses concerning
differences between organisations and musicians, while the Wilcoxon Signed Rank test
was used totesthypotheses three and four to determine the direction of differences in the
perceptions held by organisations and musicians.

A number of dimensions of possible difference amongst musicians as well as
organisations that m a y have impacted on their opinion about the level of influence certain
groups have at present and the level of influence they should have were also taken into
account. They included those background details for musicians and organisations as
commented on chapter seven and summarised in Tables 7.1-7.18. In particular for
musicians this related to State of residence, sex, age, main music activity, the number of
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years they had been engaged in this activity and the number of hours per week they
normally spent working in this activity, their main sources of income and whether they
had applied for or received a Music/Performing Arts Board grant For organisations these
background details related to their size, main music activity, income sources and years of
establishment These factors were considered as possible sources of influence on the
overall pattern of results for musicians and organisations. Thetestused to assess whether
there were differences between musicians as well as between organisations based on the
stated background factors was the Kruskal-Wallis O n e W a y Analysis of Variance test A
comprehensive summary of rating values for present and expected levels of influence of
groups, based on these background details for both musicians and music organisations is
provided in Appendices 15 (Table 10) to 26 (Table 21).

Hypothesis One - The Present Level of Influence

Table 8.1 presents a summary of the analysis with respect to difference between
musicians and organisations in their perception of the level of influence certain groups
have at present in shaping the musical preferences of the general public.

For most of the groups identified in the survey there was no significant difference
between musicians and organisations in their perception about the level of influence the
groups have at present thus confirming the null hypothesis.
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Table 8.1: Mean Rating by Type of Respondent According to Their
Perception of the Level of Influence Certain Groups Have at Present in
Shaping the Musical Preferences of the General Public
Present Influence Mean*
Item

Organisations Musicians Difference P
(N = 94)

A. Community Arts Councils and
C™*1**

(N = 186)

2.3

2.3

0.0

>0.05

2.0

2.3

+0.3

>0.05

3.3

3.2

-0.1

>0.05

H. Primary Schools

2.2

2.1

-0.1

>0.05

I. Secondary Schools

2.2

2.3

+0.1

>0.05

J. Private Music Teachers

2.3

2.4

+0.1

>0.05

K. Amateur Musicians

2.1

2.2

+0.1

>0.05

L. National Music Organisations
(e.g. Musica Viva)

2.7

2.6

-0.1

>0.05

M. National Music Associations (e.g.
Aust. Folk Trust)

2.1

2.1

0.0

>0.05

N. State and Regional Music
Organisations (e.g. Orchestras)

2.6

2.5

-0.1

>0.05

O. State and Regional Music
Associations (e.g. Band Assoc, of
NSW)

2.2

2.2

0.0

>0.05

P. State Governments and Authorities

2.3

2.1

-0.2

>0.05

Q. The Australia Council

2.8

2.4

-0.4

<0.05

R. The Performing Arts Board

2.7

2.4

-0.3

>0.05

S. Corporate Sponsors

2.3

2.5

+0.2

>0.05

B. ABC and Community Radio 2.7 2.8 +0.1 >0 05
C. Commercial Radio 3.2 3.3 +o.l >0.05
D. ABC and SBS Television 2.6 2.6 0.0 >0.05
E. Commercial Television 3.0 3.2 +0.2 >0.05
F. Australian based Music Publishers
(including local subsidiaries)
G. Commercial Recording Companies

Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence.
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The one significant (p < 0.05) exception related to the perceived influence of the Australia
Council, with organisations believing the Council to have more influence at present than
did musicians. This is not altogether surprising in light of the findings commented on
earlier about the significant number of musicians w h o had no knowledge of the Council
at all. A possible reason for this discrepancy was explained in a subsequent interview
with the director of a large music company in terms of the funding arrangements that
operate between the Council and its clients. H e stated that relatively few musicians
approach the Performing Arts Board directly for a grant, suggesting that m u c h of
musicians' funds stem from commissions given by organisations w h o secure the m o n e y
directly from the Board. This point was reinforced by several other interviewees, w h o
qualified their remarks by claiming that musicians as a group tended to have less
representation and influence over securing funds than did music organisations, and also
generally tended to be quite ignorant about h o w to access resources. The manager of a
company involved in the rock and popular music industry went so far as to suggest that
the Council's only real influence w a s in serious music as opposed to popular music, and
that the Performing Arts Board seemed to have no relevance to any musicians other than
those involved in the non-commercial, traditional music sector. Musicians therefore
appear to be a more fragmented group than music organisations, and within this
fragmented group is a perception by populist musicians at least, that the Board's
objectives are more attuned to meeting the needs of traditionalist music activities.

To a lesser extent some difference in perception between musicians and organisations
was also evident in relationtothe level of present influence of the Performing Arts Board
and Australian based music publishers. Musicians perceived the Board's present level of
influence to be less than organisations understood ittobe, but perceived Australian based
music publishers to have more influence at present than organisations considered them to
have. However the level of difference in perception for these items between musicians
and organisations was not statistically significant.
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The majority of interviewees suggested these responses reflected a client specific
relationship. Music publishers have influence over contract conditions of, for example a
rock group, whereas such conditions would not apply to an orchestra. M o r e specifically,
the music manager of a large music publishing house suggested that the difference in
response between musicians and organisations was probably related to musicians'
concern over the lack of opportunities available in Australia for young, n e w composers to
get their work published. H e further pointed out that, not only were there very few music
publishers of classical music in particular in Australia and these in turn had limited
influence, (the majority of publishers being part of multi-national groups and as such,
subject to the regulations of their overseas/parent companies) there was also the issue of a
restricted market in Australia which forced m a n y composers, n e w as well as experienced,
to seek overseas publishers.

The closest match in perception between musicians and organisations was related to the
level of influence community arts councils and centres, A B C and S B Stelevision,national
music associations and State and regional music associations have at present. For these
items there appeared to be no systematic difference at all in the perception held by both
groups.

It was interesting to note, however, that musicians who had been working in their
profession for 10 years or more perceived community arts councils and centres to have
slightly more influence at present than musicians w h o had been working for less than 10
years (see Appendix 19, Table 14). This can probably be attributed to the working
relationship the more experienced musicians have established with these groups.

(a) Groups Perceived as Having the Most Influence at Present
Survey respondents generally agreed about which groups presently have the most
influence in shaping the musical preferences of the general public. Included in this
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category were commercial radio, commercial recording companies and commercial
television. These groups all scored an influence rating of 'a fair amount' to 'a lot of
influence'.

All interviewees from major music organisations found these perceptions to be
predictable, and the director of public relations of one large music company suggested
that contrary to any discrepancy that m a y exist between present and expected level of
influence for these groups, commercial radio,televisionand recording companies would
probably continue to have the most influence because they reached by far the largest
proportion of the population (perhaps 9 0 to 95 per cent). Survey respondents therefore
perceived these commercial groups to represent a strategic elite (on behalf of populist
music) because of their scope and impact. It was intimated by interviewees that the ability
of these commercial groups to reach and satisfy the attentive public ensured their
continued influence.

(b) Groups Perceived as Having the Least Influence at Present
Whilst there was no significant difference between musicians and organisations in their
overall perception of which groups have the least influence at present, there was a slight
difference for several of the items. For organisations, Australian based music publishers,
amateur musicians and national music associations represented the groups with the least
amount of present influence. Musicians agreed with the perception awarded to national
music associations but added primary schools and State governments and authorities to
this list.

It was anticipated that organisations would have very little direct and/or regular worki
contact with these groups, especially amateur musicians. Their livelihood would not be
dependent on a close working relationship with these groups which m a y explain to some
extent w h y they considered them to have the least influence at present. It would appear
that although m a n y musicians would enjoy a direct (and/or indirect) working relationship
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with primary schools and music associations, they did not perceive them to c o m m a n d
m u c h influence.

One of the interviewees (currently the manager of a moderately sized classical ensemble),
strongly disputed the apparent claim m a d e by organisations in the survey about the
present small level of influence of amateur musicians. In her opinion amateur musicians
currently have considerable influence, especially in areas where professional musicians
and especially organisations were not interested in performing, for example small venues
in country areas. It was claimed by the interviewee that in such areas (which were quite
plentiful in Australia), amateur musicians exerted more influence at present than did
professional groups. Nevertheless this opinion w a s not in keeping with the survey
results, which showed that organisations overall perceived amateur musicians to have but
a small level of present influence.

Hypothesis Two - The Expected Level of Influence

Inspection of the figures in Table 8.2 indicates that there was no significant differenc
between musicians and organisations in their observations about the level of influence
certain groups should have in shaping the musical preferences of the general public. The
second null hypothesis which asserted no difference between musicians and
organisations in their perception about the level of influence certain groups should have in
shaping the musical preferences of the general public was therefore accepted.

The greatest discrepancy in perception between musicians and organisations, although not
statistically significant, was that which related to amateur musicians, a group musicians
observed should have more influence than organisations expected them to have. This
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Table 8.2: M e a n Rating by T y p e of R e s p o n d e n t According to Their
Perception of the Level of Influence Certain G r o u p s Should H a v e in
S h a p i n g the Musical Preferences of the General Public
Expected Influence Mean*
Item Organisations Musicians Difference P
(N = 94)

A. Community Arts
Councils and Centres

(N = 186)

3.0

3.1

+0.1

>0.05

B. ABC and Community
Radio

3.3

3.3

0.0

>0.05

C. Commercial Radio

2.5

2.5

0.0

>0.05

D. ABC and SBS Television

3.3

3.2

-0.1

>0.05

E. Commercial Television

2.5

2.5

0.0

>0.05

3.0

3.1

+0.1

>0.05

2.7

2.7

0.0

>0.05

F. Australian based Music
Publishers (including
local subsidiaries)
G.
Commercial Recording
Companies

H.

Primary Schools

3.2

3.2

0.0

>0.05

I.

Secondary Schools

3.3

3.3

0.0

>0.05

J.

Private Music Teachers

3.0

3.0

0.0

>0.05

K.

Amateur Musicians

2.7

3.0

+0.3

>0.05

L.

National
Music
Organisations
(e.g. Musica Viva)

3.1

3.0

-0.1

>0.05

M.

National
Music
Associations (e.g. Aust.
Folk Trust)

2.7

2.7

0.0

>0.05

N. State and Regional Music 3.1 3.2 +0.1 >0.05
Organisations
(e.g.
Orchestras)

O.

State and Regional Music
Associations (e.g. Band
Assoc, of N S W )

2.7

2.8

+U.1

>U.U3

P.

State Governments and
Authorities

2.6

2.6

0.0

>0.05

Q.

The Australia Council

3.0

2.9

-0.1

>0.05

R.

The Performing
Board

3.0

3.0

0.0

>0.05

S.

Corporate Sponsors

2.5

2.6

+0.1

>0.05

Arts

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence.
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result was not surprising given that music organisations deal principally with professional
musicians rather than amateur musicians, and that within the survey there would have
been some representation from amateur musicians, most likely among musicteachersand
other music professionals.

The closest match in perception between musicians and organisations was in the level of
influence that A B C and community radio, commercial radio, commercial television,
commercial recording companies, primary schools, secondary schools, private music
teachers, national music associations, State governments and authorities and the
Performing Arts Board should have. For these items there was no difference at all in the
meanratingsof expected influence by musicians and organisations.

(a) Groups Expected to Have the Most Influence
Both musicians and organisations agreed that A B C and community radio and secondary
schools should have the most influence in shaping public preferences in music, closely
followed by A B C and S B S television and primary schools. Organisations and musicians
also included national, state and regional music organisations in this category while
musicians further added community arts councils and centres and Australian based music
publishers.

It was interesting to note some slight differences among musicians in their perception
which groups should have the most influence. For example female musicians tended to
expect primary schools and private musicteachersto have more influence than did male
musicians (see Appendix 16, Table 11). T o some extent this m a y reflect the more
frequent involvement of musicteachersat the primary level and the greater percentage of
females involved in music teaching (refer to Table 7.2; and Appendices 8, Table 4 and 9,
Table 5). Musicians aged 35 years and over also tended to favour private music teachers
having more influence than did musicians 34 years and younger, a not altogether
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surprising result given that the m e a n age of musicians was 39 (see Appendix 17, Table
12). This same group also gave a higher m e a n rating of expected influence than younger
musicians for A B C and community radio and amateur musicians, an attitude which m a y
be based partly on self interest through associations they are directly affiliated with, but
which m a y also reflect a genuine concern for the declining number of professional
musicians going into the industry, and an interest in ensuring young people continue to
enter the profession from an early age.

Full-time musicians, defined as those working 25 hours or more per week in their
profession, also expected that commercial radio,televisionand recording companies as
well as State and regional music associations and corporate sponsors should have more
influence than did part-time musicians (see Appendix 20, Table 15). Again there was
some indication that the difference was based partly on self interest of the respondents, in
that full-time musicians were more dependent on these groups for work.

It is important to note, however, that none of the differences just commented on are
statistically significant, and there was no indication of a systematic bias in the overall
pattern of results that reflected the self interest of particular subgroups. It is therefore
possibletoconclude that not withstanding self interest, generally the results do not appear
to show any significant bias in overall trends in perception.

Those who participated in the follow up interviews were also asked about the
expectations voiced by musicians and organisations about which groups should have the
most influence. Interviewees generally agreed that to limit influence to any one body of
people could lead to that group and its particular viewpoint about performing arts
activities in Australia becoming too commanding, and that influencing the public should
be apportioned a m o n g several groups. This supports the notion (raised by Stone in his
theory of elite distemper) of public responsibility acting as a barriertofactionalism.
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The four items that attracted the most interest and subsequent commentary from the
interviewees were A B C and community radio, A B C and S B Stelevision,and primary and
secondary schools. There were mixed reactions from interviewees about the priority
survey respondents had awarded these groups. For example, most of the interview
participants commented that A B C and community radio should have a lot of influence
because it was probably in the best position to offer the widest collection of views, but
they were unsure as to h o w it might secure more public influence. O n e interviewee
suggested that this would necessitate not only a major change in the ABC's present
altruistic charter in order to secure larger audience numbers, but also a need to channel a
greater concentration of its funding into day time programming for schools (and so be
aimed at audiences of the future), an area that had been declining in recent years.

On the other hand, the director of a large music service company questioned how
television of any sort would help further the cause of music, stating that it was not part of
the nature of the medium to achieve this objective. H e saw primary and secondary
schools as being able to have a m u c h more positive effect because "basically people's
attitudestomusic are formed at an early age, possibly as early as the pre-school level". At
the same time he was reluctant to suggest that the present system of music education in
schools, especially that currently offered at the primary level in N S W , should have any
more influence than it presently enjoyed until some changes were made. The most
significant of these changes would in his view be the introduction of music specialists in
primary schools to ensure not only that music be taught, but that it be taught properly.
The director of a small music company w h o currently has regular contact with the school
system suggested that significant improvements had already taken place in music
education, at least at the secondary level. These included greater awareness of the
importance of music and the arts in developing audiences of the future, and the
encouragement and support offered by education departments to promote events such as
music camps and school performances.
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Performing Arts Board personnel on the other hand saw the current music education
situation quite differently. They claimed that the 'back to basics' movement which had
recently gained wide public support in the country was doing very little to foster the
development of the performing arts in school curricula. They maintained that while
secondary schools in particular represented a very large market for m u c h of the music
which was created in Australia in the form of concert attendances, visiting performers and
master classes, there were less and less opportunities available for music making at the
school level in all States, other than Queensland, and that this apparently continuing trend
would have serious detrimental effects in the future.

Overall, survey respondents and interviewees were in general agreement about which
groups should have the most influence in shaping the musical preferences of the general
public, and suggested a fairly c o m m o n pattern of reasons for this choice. They
particularly emphasised the perceived ability of A B C and community radio to offer
considerable diversity of viewpoint, and the significant role of primary and secondary
schools in early attitude formation to music. The music community (and the general
public as was made evident in chapter five) therefore perceive school education in the arts
as a priority area in the development of Australian cultural life.

(b) Groups Expected to Have the Least Influence
There w a s general agreement between survey respondents in their understanding of
which groups should have the least influence in shaping public preferences in music. N o
single group was expected to have no influence at all, but according to both individual
musicians and organisations, commercial radio and commercial television should have
only a small influence. Organisations tended also to have similar views about the
influence of corporate sponsors.

Performing Arts Board personnel who participated in the follow up interviews were
especially interested in, and concerned about respondents' seemingly "friendly attitude"
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toward A B C and S B S television while clearly viewing the commercial equivalents, which
have m u c h wider public reach, as "unfriendly". They stated that some action had to be
taken to attempt to change this perception, which would probably also involve changing
the programming policy of commercial radio andtelevision,because the development of
the performing arts and music in Australia was going to increasingly depend on more and
more organisations and individuals being able to earn an income from these commercial
sources. According to the Director of the Board's administrative unit, the trends in public
funding for the immediate future did not look positive. A s a result it was becoming
increasingly important that ways be found whereby the commercial media were made to
appear more attractive to musicians, especially since A B C radio and television was
dependent on public funding. Ultimately he viewed this as one of the major changes that
had to be addressed in the near future by all involved in the music industry.

Several interviewees from the commercial music sector found the views expressed by
musicians and organisations about commercial radio andtelevisionpuzzling and naive.
Interviewees' comments in general tended to emphasise the need for musicians to make a
more concerted effort to tap the vast market reach of commercial stations, rather than
waiting for others to do this on their behalf or for musicians to dismiss commercial
broadcasting as a possible option altogether.

The manager of a moderately sized classical ensemble stated that she found it "odd that
musicians and smaller organisations [had] no positive means or avenues available to them
to try as a united group" to address that influence. T o claim this was to not fully realise
their capacity and/ortoface commercial reality. Another director of a large performance
based organisation claimed that all media had to be given some consideration because of
their potential to reach most people, and if anything, musicians should be persuading
commercial stations to take a more prominent role in promoting all music types. H e
further claimed that whilst musicians should probably have the most influence of any
interested group, in reality they could not because " they wielded no position of influence

252

over a large number of people. O n this large scale the media are the best equipped to
influence public thinking". H e also suggested that musicians and the multitude of
associations that represent musicians, work together to lobby commercial radio and
television more successfully and convincingly to represent their views to the public.
Given, however, that musicians are a relatively fragmented group of individuals w h o
represent m a n y different forms of music such as rock, folk, jazz, classical and so on,
achievement of integration and consensus in order to enhance the role and influence of
musicians as a whole, as suggested by interviewees, is not an easy task.

Other responses from interviewees about commercial radio and television revolved
around (what interviewees described as) the survey respondents' "elitist view about
music". According to several interview participants, survey respondents appeared to
assume that the music heard on commercial radio andtelevisionwas somehow inferior to
that offered on the A B C and S B S . They found this view particularly surprising when in
the words of one interviewee, "even the advertisements on the commercial stations are
utilising opera and classical music excerpts to sell products and so in their o w n way are
developing an awareness and taste for these forms of music among the public".
According to another interviewee:
as long as music, no matter what sort, has a positive
influence on its audience whoever they m a y be, it has a right
to be heard, and in fact the 'sounds' on commercial radio are
on m a n y occasions preferable to the 'shapeless' avant-garde
sounds heard on the A B C and community radio stations.
The overall level of agreement between survey respondents and interviewees about which
groups should have the least influence in shaping the musical preferences of the general
public was, therefore, not as close as it was for the issue of which groups were expected
to have the most influence. While interviewees were sympathetic to respondents' views
about commercial radio andtelevision,they were also very aware of the enormous
influence wielded by these groups in bringing music to the general public. Given that
commercial radio and television would probably continue to c o m m a n d such influence,
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they considered it unrealistic for the music community to expect that their level of
influence would diminish and instead recommended that musicians put effort into
working more closely with these groups to achieve improved results for all forms of
music.

The views expressed by survey respondents about commercial radio and television raised
two important and connected points. First, what is implied by respondents' views is not
so much a disapproval of the amount of influence that commercial broadcasting has, but

rather a disapproval of the kind of influence it presently has, and an implicit referen
made to the existence of factionalism, in this case on behalf of some populist music
forms. Second, there is an expectation that the kind of influence the commercial media
exert (and will continue to exert) should be more in keeping with the pattern of
preferences suggested by the individual musicians and organisations who responded to
the survey.

Hypotheses Three and Four - The Difference Between Present and Expected Levels of
Influence

There was a significant difference in perception between musicians and organisations in

the relative influence attributed to certain groups at present compared to that expecte

Because the results for both musicians (hypothesis three) and organisations (hypothesis
four) were so similar the two respondent groups are treated together here.

Table 8.3 presents the results of the analysis with respect to the difference between
present and expected influence of certain groups in shaping the musical preferences of
general public. Based on these results hypotheses three and four were both rejected.
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(a) The Most Significant Difference Between Present and Expected Levels of Influence
The most significant difference between present and expected levels of influence occurred
for primary schools (p < 0.001) and secondary schools (p < 0.001). The present level of
influence of these two groups w a s considered relatively small by both musicians and
organisations, but the level of influence they were expected to have was reasonably high.

Several of the survey respondents chose to qualify their response to this question,
principally in suggesting that greater influence of schools should be contingent on the
quality of the teaching available. For example, according to one musician "it really
depends on the school and theteachersthey've got because some schools deserve to have
more influence than others, while some of the better schools presently have next to no
influence". O n e of the organisations stated that:
it depends upon the training and skills of the teacher. Many
primary teachers lead children into an awareness of the
lowest c o m m o n denominator in music or adversely affect
childrens' interest in music through poorteaching.The same
often applies in high schools too.

Another musician suggested that the questionnaire was deficient in its omission of early
childhood music education as an area of influence because this essentially "explained the
lack of basic musicality and musical life of any substance in Australia, that is generally a
poor record of participation in music making".

Among the background characteristics of musicians that might have influenced their
opinion about the influence of primary and secondary schools, the two that were
considered likely to be the most significant were their main music activity and State of
residence.

Whether musicians viewed themselves as principally music teachers or other music
professionals w a s significant in that it w a s assumed by the researcher that first, music
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teachers would nominate a greater perceived discrepancy between present and expected
influence of primary and secondary schools; and second, that they would award both
groups a greater level of expected influence than other music professionals, because of
music teachers' relationship with schools.

State of residence was also considered likely to be significant because different curric
different patterns of teacher education and different policies about specialist versus non
specialist music teaching, especially at the primary level, operate in the six States. The
following examples of current practice, based on discussions held with departmental
music section personnel illustrate this lack of consistency (refer to T e m m e r m a n 1991:6369). Each of the State education authorities in Australia produce their o w n primary music
curriculum documents which, whilst sharing several c o m m o n themes, focus on different
music content and activity areas. Further, the Queensland and West Australian primary
school systems employ music specialists, whereas primary music education in the other
States is principally the responsibility of the classroom teacher (although classroom
teachers in Queensland and W e s t Australia are also encouraged to teach music). W i d e
discrepancies also occur between the content and type of actual classroom music
programs offered in the different States to the extent that in some cases ( N S W and South
Australia in particular), despite there being a syllabus no classroom music program exists.
Music is also probably more generously funded in Queensland than in the other States,
and although the availability of music resource facilities and departmental advisory
assistance does differ from State to State, Queensland is particularly well served when
compared to the other States. Finally all States have an instrumental program of some sort
in place, but South Australia for example has a particularly highly developed instrumental
and choral program.

The anticipated difference in perception between present and expected influence for musi
teachers and other music professionals proved to be correct, and the details of these
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differences are presented in Tables 8.4, 8.5 and 8.6 (refer also to Appendix 18, Table
13).

As indicated in Table 8.4, the difference between present and expected influence for
primary schools w a s most pronounced for music teachers (p < 0.001), although it was
also statistically significant for other music professionals (p < 0.001). Table 8.5 shows
that music teachers also expected primary schools to have significantly more influence (p
< 0.001) than did other music professionals. These results confirm the assumptions made
about the closer working relationship between music teachers and primary schools, and
help to explain w h y music teachers expect primary schools to have more influence than
they are presently perceived to have.

Table 8.6 shows that there was a significant difference in perception among musicians
about the expected level of influence of primary schools according to where the
respondents lived (refer also to Appendix 15, Table 10). Musicians in N S W and South
Australia expected primary schools to have substantially more influence than did their
counterparts from the other four States. Further, Tasmanians already perceived primary
schools to have noticeably more influence at present than did other musicians. This m a y
again be a reflection of the different primary music education structures that currently
operate within the six States in Australia, given that N S W and South Australia were
earlier observed as States where primary classroom music programs are not necessarily
currently being implemented, or it m a y be because of the small number of survey
respondents from Tasmania

Musicians from South Australia, who while agreeing generally with musicians as a whole
that secondary schools should have more influence than they do at present, perceived their
present level of influence to be noticeably higher than did musicians from the other States
(see Table 8.6).
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Table 8.7 shows that a significant difference between present and expected influence of
primary and secondary schools also occurred among organisations according to h o w long
the organisation had been in existence (refer also to Appendix 26, Table 21). In particular
those organisations which had been going for less than five years expected the level of
influence of primary and secondary schools to be quite high, while those which had been
in existence for more than five years expected the influence of schools to be relatively
lower.

Several of the interviewees who were attached to organisations that had been establish
for more than five years explained this expectation as a reflection of the "youthfulness"
and naivety of newer organisations and their belief (which interviewees claimed changed
with experience and time), that "all music affiliated organisations, including schools,
share[d] the same basic objective of promoting musical culture". Interviewees suggested
that newer organisations considered this objective could be more successfully achieved if
all music groups including educational ones, worked together toward this goal. Younger
organisations therefore attributed importance to the concept of integration and consensus
to facilitate the needs of the music community as a whole, and to promote the
development of Australia's cultural life. Older organisations on the other hand perceived
the situation differently. For example,
those of us who have been around a bit longer and are more
experienced have become more cynical and realise that this
type of working together toward a c o m m o n goal just doesn't
happen.

Another observation that featured frequendy in interviews was that newer organisations
were dependent for their growth and establishment on support from m a n y different
sources. This w a s expressed by one interviewee in the following terms; "newer
organisations need all the help they can get to get themselves up and running, and so they
take that help from wherever they can get it".
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Interviewees from the newer organisations appeared to confirm these observations. In
particular, they claimed that both primary and secondary schools played a significant role
in the development of musical life in Australia and were viewed by these organisations as
potentially very important sources of influence. The manager of a rock music company,
for example, claimed that primary and secondary schools had become more aware of the
contemporary music scene in recent years and through their incorporation of aspects of
rock and 'pop' music into school curricula were increasing the status and knowledge of
this type of music in the community.

The explanations given by interviewees about the apparent need of newer organisations
for support from as m a n y different sources as possible raises two broad, important
questions. First, are the interviewees from older organisations in fact being too myopic in
their perceptions of the importance of public recognition ? Second, should the more
established organisations be as reliant as they presently appear to be on a narrow
(principally government) support base or should they be looking for a wider support
base? M o v e s to call on means of support, other than government, for programs that have
traditionally enjoyed such financial support have already commenced for example in
higher education in Australia and the same trend is apparent in the United Kingdom. In
the Australian report entitled Higher Education a Policy Statement, which was circulated
by the Minister for Employment, Education and Training (1988:12), reference was made
to the increased role industry would c o m e to play in the provision of direct financial
support for teaching programs as well as research in higher education. The directions for
the future of higher education in Australia appear to suggest that newer music
organisations m a y in fact be correct in striving to solicit support from as m a n y different
sources as possible and that older organisations should also be working toward achieving
a broader support base. Also as commented on and m a d e apparent throughout this study,
an integrated network of groups and individuals is in a stronger position to exert more
influence over policy making than a fragmented one.
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(b) Groups Expected to Have More Influence Than They Have at Present
Overall, musicians and organisations expected most of the 19 groups identified in the
survey to have more influence than they have at present. Apart from primary and
secondary schools, already discussed at some length, the following groups were all
expected to have more influence than they were currently considered to have: Australian
based music publishers (p < 0.001), community arts councils and centres (p < 0.001),
A B C and S B S television (p < 0.001 for organisations and p < 0.01 for musicians),
private music teachers (p < 0.001 for organisations and/? < 0.01 for musicians), amateur
musicians (p < 0.001 for musicians a n d p < 0.01 for organisations), State and regional
music organisations (p < 0.001 for musicians and/? < 0.01 for organisations), State and
regional music associations (p < 0.01), A B C and community radio (p < 0.01) and
national music associations (p < 0.01) (see Table 7.3).

Musicians also expected the Performing Arts Board (p < 0.01), the Australia Council (p
0.01) and State governments and authorities (p < 0.01), to have more influence than they
presently have. According to several of the interviewees, musicians especially looked to
these authorities as possible sources of funding, so their response could be interpreted as
equating more influence with more money for musicians.

In relation to the Australia Council and the Performing Arts Board, Table 8.3 suggests
that both musicians and organisations, perceived the Council and the Board to have a
smaller influence at present than it should have. T h e difference between present and
expected influence of these bodies w a s a significant one (p < 0.01) in the case of
musicians.

One of the survey organisations which took a contrary view and expressed the opinion
that the Australia Council and the Board already have too m u c h influence on public
preferences and should only ever have minimal influence, was a small choral organisation
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which had been operating for more than 10 years without any Australia Council funding.
It claimed that "much government m o n e y is misdirected; the worth of the end result is not
monitored adequately and m a n y people w h o are not acquainted with the grass roots sit on
allocation committees". Interviewees were asked to respond to this assertion to gauge
h o w prevalent this viewpoint might be among other organisations. A detailed commentary
on their perceptions is provided in discussion of the second survey question which asked
respondents about the effectiveness of the Performing Arts Board. B y w a y of summary,
however, those interviewees familiar with the monitoring and assessment procedures
employed by the Board were critical of certain aspects of it, but were unable to offer
viable alternative arrangements.

There were differences among musicians as well as organisations about which groups
were expected to have more influence than they have at present. These differences for
organisations included h o w long they had been in existence and whether they represented
traditionalist or populist music art forms. For musicians the differences were based on
what their main music activity was and their State of residence. These differences are n o w
considered.

Table 8.7 shows that for organisations established in the last five years, both ABC and
community radio as well as A B C and S B S television, should have substantially more
influence than they do at present and noticeably more than that expected by organisations
five years and older. N e w e r established organisations also observed that national music
associations should have more influence than that expected by organisations which had
been in existence for five years or more. Organisations which had been established for
less than 20 years expected Australian based music publishers to have more influence than
those organisations established for 20 or more years. T h e latter was equally applicable to
community arts councils and centres, which organisations of less than 20 years expected
to have more influence than did organisations established for 20 or more years. Again the
argument of younger organisations regarding all possible sources as potential means of
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support w a s espoused by the majority of interviewees as the principal reason for the
differences in opinion between the older and younger organisations.

Overall there was no significant difference among organisations which represented
different forms of music (classified here as traditionalist or populist), in their perceptions
of present and expected influence of designated groups in shaping the musical preferences
of the general public (see Appendix 24, Table 19). The only significant difference in
perception was in relation to the present influence of A B C and community radio. Table
8.8 shows that populists considered A B C and community radio to have significantly less
influence at present than did the traditionalists (p < 0.05), but both groups expected that it
should have more influence than it has at present. A s observed by several of the
interviewees this difference in perception between traditionalists and populists about the
present influence of A B C and community radio appeared to be directly related to the
working relationship currently enjoyed by m a n y traditionalist organisations with the
A B C , which according to the interviewees w a s one that populist organisations also
aspired to achieve.

In the initial analysis of results which treated music teachers and other music
professionals separately (see Appendix 18, Table 13), it w a s not surprising to find a
significant difference between music teachers and other music professionals in their
perception of the level of expected influence of music teachers and amateur musicians.
Table 8.5 indicates that music teachers expected private music teachers to have
significantly more influence than other music professionals expected they should have (p
< 0.001). They also expected the influence of amateur musicians to be significantly
higher than that expressed by other music professionals (p < 0.001). It could be assumed
from this that there were both m o r e private music teachers and amateur musicians
amongst the music teacher category in the survey than there were amongst the category of
other music professionals. It is interesting to note also that, as indicated in Table 8.6,
musicians residing in N S W perceived private musicteacherstohave noticeably more
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influence at present than did those residing in the other States. All musicians, however,
expected private music teachers should have a fair amount of influence.

There was a difference in perception among organisations about the expected level of
influence of private music teachers according to their period of establishment. Table 8.7
shows that those organisations which had been in existence for less than five years
considered that private music teachers should have more influence than did those
organisations five years or older. The same explanation as offered before by interviewees
for this view w a s given, namely that younger organisations look to all available
institutions, groups and individuals as possible sources of support. A similar explanation
was also given for the difference between older and more recent organisations in the
expected influence of primary and secondary schools.

(c) Groups Expected to Have Less Influence Than They Have at Present
There was a highly significant difference between musicians and organisations in their
perception of the present influence of commercial radio and of the influence it should
have in shaping the musical preferences of the general public.

Table 8.3 shows that both musicians and organisations perceived commercial radio to
have considerably more influence at present than they thought it should have (p < 0.001).
The comments on this view voluntered by survey respondents reflected the inevitability
of commercial radio continuing to enjoy a high level of influence. M a n y were of the
opinion that commercial radio was, in the words of one respondent, "basically a closed
circuit that had been set up to broadcast what the public like, and the public appear to like
what it broadcasts". According to one musician:
commercial radio has a stranglehold on middle Australia. It
doesn't stick to Australian music quotas or try to promote
Australian m a d e music nearly enough, and it is run by
individuals w h o seem to have a very narrow idea of music.
Programming is actually based on market research done over
the telephone!
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In other words, commercial radio was perceived to govern on behalf of factional interests
and display elements of policy rigidity.

The considerable difference between present and expected influence occurred also in
relation to commercial television and commercial recording companies (p < 0.01),
especially among musicians.

There were some differences of opinion among musicians about the influence of
commercial television according to their State of residence. Table 8.6 reveals that
musicians in N S W thought that commercial television should have more influence than
did those residing elsewhere in Australia, particularly in Western Australia and Victoria
(refer also to Appendix 15, Table 10).

Many of the follow up interview participants expressed curiosity at the fact that such
different views were propounded by the different States, especially given that most
programming is national. (National programming examples specific to music include the
rock/pop/classic contemporary video shows R A G E and M T V , as well as variety shows
that incorporate music segments representative of a variety of music styles such as Hey,
Hey Its Saturday and The Midday Show). However, the c o m m o n explanation given by
interviewees for the different attitude of N S W musicians was twofold: first the
headquarters for commercial television was situated in Sydney and second, there was a
direct relationship between the location of work and w h o was paying for it. O n e
interviewee suggested that most of the commercial work available in the Australian music
industry was Sydney based and the majority of musicians w h o were interested in
working for commercialtelevisionalso tended to be Sydney based. Another interesting
point of view on the issue of availability of commercial work in the Australian music
industry was given by the manager of a Victorian based contemporary music company,
w h o highlighted the fact that "Victoria has a better live circuit for its rock musicians than
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probably anywhere else in Australia, so m a y b e they don't have to rely so m u c h on
television for work as musicians in N S W do".

There was also a significant difference in perception among organisations about the
present influence of commercial radio and commercialtelevisionaccording to their size.
A s seen in Table 8.9, those organisations classified as large (that is with a total annual
budget of $1 million or more), perceived both commercial radio and commercial
television to have a substantially higher influence at present than did those organisations
classified as moderately sized or small (that is with a budget of $1 million to $50,000,
and less than $50,000 respectively). There was, however, no significant difference
among organisations of different size in their perception of h o w m u c h influence
commercial radio and commercialtelevisionshould have (see also Appendix 23, Table
18).

Most of those involved in the follow up interviews were of the opinion that the
differences in perception a m o n g organisations of different size about the influence of
commercial radio and television w a s related directly to the closer contact large
organisations enjoyed with commercial radio and television, as well as a sound
knowledge of what they were interested in, their rating requirements and operating
structures. In the words of one interviewee:
large organisations are more keyed into commercial market
needs and because of their size have the ability to offer a
product that is more broadly accessible and of interest to the
general public. Besides this, it is extraordinarily difficult for
smaller organisations to reach the decision makers.
This points to the existence of a network of contacts and interaction a m o n g leaders of
large organisations and commercial radio and television that is apparently not currently
enjoyed by smaller music organisations. Another interviewee added that not only can
larger organisations, because of the resources at their disposal, offer a "saleable product",
they also k n o w h o w to sell their product more successfully than smaller organisations.
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M a n y of those interviewed were of the opinion that while "giving a quality product that
displayed individuality and uniqueness w a s all important", it w a s by no means a
guarantee of public support and success. It w a s important also for creative artists to
display greater creativity in their publicity. It was maintained that smaller organisations,
however, did not fully realise the necessity to devote "the same amount of attention to
getting their work more broadly k n o w n as to actually producing it".

The views expressed by survey and interview respondents about the expected level of
influence of the commercial media raises a number of issues for the Australia Council and
its Performing Arts Board. Both musicians and organisations acknowledged that the
influence of commercial radio andtelevision,given their audience reach, would continue
to be considerable. They were also aware that N S W , and Sydney in particular, would
remain the headquarters for m a n y of the media organisations, and that m u c h of the work
for commercialtelevisionwould continue to be Sydney based. These were given factors
that in all likelihood would not change. Both musicians and organisations, however, also
expressed concerns about aspects of the current situation that could be subject to change,
namely the programming content of commercial radio and the ability of musicians and
smaller music organisations in particular, to sell their product to the commercial media.
Perhaps the Performing Arts Board as part of its overall promotion and support role for
music could attend to these two areas of concern more specifically, either directly or
indirectly through its support of organisations set up specifically to deal with matters such
as the provision of managerial advice.

(d) Reasons Given by Survey Respondents for Differences Between Present and
Expected Influence on Public Preferences
S o m e interesting comments were voluntered by both musicians and organisations w h o
participated in the survey to explain their choice of response and the resultant
discrepancies between present and expected influence on public preferences attributed to
the 19 listed groups. These are n o w considered.

274

(i) Community Arts Councils and Centres
In relation to community arts councils and centres, most of the comments given suggested
that the reason this group presently had little influence was their lack of competent staff.
Respondents generally considered that councils and centres should have more influence
than they presently did but in the words of one "on the proviso that they first do
something about improving the level of competency of their staff. The director of a
metropolitan arts council w h o was asked to respond to this viewpoint stated that he was
not surprised by this perception. H e claimed that because m a n y such centres were not
able to offer attractive salary packages they were forced to employ inexperienced and
under-qualified staff and this might in some instances be equated with incompetency. In
his words it w a s a case of "you get what you pay for". Another response from the
manager of a large music company that had frequent dealings with arts councils and
centres, w a s that perceived incompetence was more frequently the case in regional
community centres than in large metropolitan arts centres. Staff in the former it was
claimed, were often volunteers. Moreover local centres were often multi-purpose venues
that were expected to cater for a multitude of community needs of which the arts were but
one (others including health, social welfare and tourism). This ultimately affected the
amount and quality of work that could be achieved on behalf of arts activities, and also
meant that staff had to be generalists, in order to look after the m a n y diverse needs, rather
than be a specialist in the arts.

Other interviewees, while accepting the basic problem of untrained or inexperienced sta
defended the work being done by arts councils and centres and basically lay the blame for
any perceived inadequacies at the feet of State and local governments for their failure to
provide sufficient funds to these organisations. It was claimed that with more funds from
government sources more experienced and qualified personnel would be attracted to work
in community arts councils and centres.

275

Performing Arts Board personnel responded to the issue of perceived inadequacy of
community arts council staff by stating that moves were currently under w a y to achieve
greater professionalism in the staffing of music organisations, especially those where
such professionalism w a s seen to be lacking. Their aim was to see centres appoint
directors of a curatorial nature w h o have both knowledge of the arts and their public.
They claimed it was unfortunate that m a n y centres were still being managed by staff w h o
had been selected by local government authorities (the usual managing bodies of arts
centres) because of their skills in the "husbanding of public property". They were
confident, however, that with the increasing availability of other training options for these
staff things would slowly change.

(ii) Private Music Teachers and Amateur Musicians
Similar comments c a m e from survey respondents about private music teachers and
amateur musicians. Overall both groups were regarded by musicians and organisations as
worthy of quite a lot of influence "but only if properly qualified". O n e organisation added
to this the need for "private musicteachersto co-operate better with organisations such as
Musica Viva or devote unpaid time to group music activities if they hope to have a greater
influence".

Of the personnel who participated in the follow up interviews, only the director of one of
the smaller organisations felt qualified (through his association with private music
teachers and amateur musicians), to c o m m e n t on this issue of co-operation. His
comments reflect the significance of developing the interdependent relationship between
elite and non-elite groups. H e claimed that artists as individuals could only hope to
achieve substantial influence in the wider community if they worked together, preferably
in association with reputable, well k n o w n and organised groups such as Musica Viva. H e
claimed that it w a s "unfortunately still the case that musicians [were] very reluctant to
work together for the c o m m o n goal of furthering music in the community as they [were]
generally very unreceptive to musical ideas different to their own". Without a
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collaborative effort, however, he maintained that individual musicians would continue to
have very little influence on public preferences.

ijii) State and Regional Music Organisations
In relation to the expected influence of State and regional music organisations, a small
number of musicians responding to the survey claimed to "have worries about the quality
of work these groups currently present before wishing they had more influence".
Interviewees did not accept that this type of response w a s representative of any
widespread feeling. They generally agreed that the quality of State and regional music
organisations, such as orchestras w a s improving and this was witnessed in improved
ticket sales. Further, the m o n e y being spent by orchestras in s o m e of the regional centres
on guest conductors and artists was helping to ensure that the performance standards of
regional performing arts groups were also being gradually improved.

(iv) Funding Bodies: Corporate Sponsors and the Board
It was musicians rather than music organisations w h o tended to qualify their views on the
Performing Arts Board and corporate sponsors having more influence on public
preferences. In relation to the Board, several musicians claimed that individual artists
were the best qualified to shape the musical preferences of the general public rather than
funding bodies. Concern w a s also expressed about whether, if corporate sponsors were
to have more influence, they would sponsor events "they found appealing, or those that
would yield greatest profit, which could be to the detriment of developing creativity and
good music".

The tone of the responses that came from interview participants was generally in
agreement with the stance presented by musicians about individual artists being best
qualified to shape musical preferences. However, while all agreed that "the practice of the
art w a s with the artist rather than the funding body", and that funding bodies should not
"drive the creative process", ultimately all claimed that individual artists could only shape
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the musical preferences of the general public with the support of organisations. They
considered organisations as having the greatest potential ability to influence musical
preferences through their programming procedures. Also a collective voice and
amalgamation of ideas was viewed to be more effective than many individual voices
expressing an array of potentially conflicting ideas. The danger associated with this
approach, however, as pointed out by one interviewee, was that individual artists could

lose some of their personal creativity by being affiliated with an organisation rather t
they attempted to "go it alone" with funding made available by the Performing Arts
Board.

There were also several interviewees w h o opposed the presence of arts funding bodies

altogether and questioned their overall effectiveness. For example, the director of a la
company associated with music broadcasting was vehement in his condemnation of

funding bodies as useful entities because of the lack of direct artistic relationship wi
artist. He found it impossible to recall any significant art achievement that had been

funded through institutional intervention that did not have an outstanding individual as
instigator or "prime mover" behind the scenes. In his words:
Funding bodies are not useful and never have been in the
history of the arts, certainly not as useful as a one to one
relationship between the client and an artist. I a m not
necessarily talking about patronage but s o m e sort of
relationship between the user of the 'product' and the maker
of it. This is essential because what happens when you go
through funding bodies is they operate according to a
different set of criteria about what the public should like and
what is good art, usually according to academic notions or
management notions. This causes a breakdown in the
relationship between the artist and the public. In this w a y
funding bodies tell us what w e should like; they're not
spending their m o n e y or even necessarily putting forward
their tastes.
H e also stated that the closest example to a satisfactory relationship between the artist and
a funding arrangement that he had knowledge of was the Keating composer fellowships
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which acknowledged composers for their achievements and allowed them to work for an
uninterrupted period of four years in their chosen field with assured financial security.

Key personnel within the Performing Arts Board administrative unit who responded to
this issue stated that funding bodies had never included as part of their policy the shaping
of public musical preferences, but rather they (as a Board of the Council) perceived their
role as one of ensuring that the public had options from which to choose. It would appear
that perhaps this role has not been communicated as clearly as it should have to the music
community as a whole.

On the issue of corporate sponsors dictating public tastes and adversely effecting the
creative element, Board personnel claimed to have no knowledge of any specific cases to
support this view. They did comment on instances where communications had broken
d o w n between potential sponsors and companies because both parties had, in their view,
been "less than honest" with each other, but could not recall any instances of "sponsor
driven programming" being reported to the Board. They pointed out that corporate
sponsorship in Australia had m o v e d beyond the "warm and fuzzy type" to a form of
support that was aimed at furthering a sponsor's profile as a corporate citizen. O n e of the
best examples they could volunteer of this occurring was IBM's sponsorship of the
Australian Youth Orchestra, which "did little if anything at all to increase the profit of the
company but did help to foster creativity".

The issue of corporate sponsorship raised considerable debate amongst interviewees from
the commercial music sector also. While there were those w h o agreed with the view that
corporate sponsors dictated music program content, the majority disagreed, and further
claimed that corporate sponsors did not sponsor according to making a profit for the
company as there was no profit in it for them other than public identification. (There is
some inconsistency in this view, in that the interviewees failed to acknowledge that public
recognition, albeit indirectly, is part of the profit induced marketing strategy for
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commercial organisations). Further they stated that the issue of sponsorship was most
often considered in the final stages of a production w h e n m u c h of the creative decisions
had already been made. From their experiences, sponsorship did not mean censorship and
artistic policies were not (usually) founded on sponsorship. In fact they claimed that
sponsors rarely "got in the way" or attempted to "dictate the terms'" even w h e n the
program was not m a d e up of the "big favourites of the general public". They also stated
that no group w a s forced to accept sponsorship if restrictions detrimental to the
development of creativity and good music were applied, just as there was no compunction
for sponsors to provide their support for groups and productions they felt dissatisfied
with. The final comment on this issue from one of the interviewees was that "sponsorship
was not a right, as some musicians seemed to think, and a sponsor would only support
you if they thought they were going to get a good deal out of it in the form of publicity.
M a n y artists don't really understand this concept".

Of those interviewed who agreed that corporate sponsorship could be detrimental to the
artistic process, they commented on personal instances where modifications had been
made to programs because of sponsors' threats to relinquish support or where excessive
advertising had detracted from the music. Another claimed that this was always a risk
when dealing with corporate sponsors because they were associating their reputation with
the product. H e pointed out that this m a d e it extremely difficult for performing arts groups
in Australia to incorporate n e w and untried works into their repertoire as well as some of
the more proven yet controversial works because sponsors were unsure of what public
reaction to these would be. According to the same interviewee, in his experience this was
not the case in the United States where corporate sponsorship was more altruistic in
nature than in Australia and where innovative and n e w projects were m u c h more willingly
supported. There are also more philanthropic organisations in the United States than in
Australia and they do not have to be as concerned about 'market reaction'.
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Three interrelated questions are raised by the discussion about corporate sponsorship.
First, do musicians sufficiently understand h o w the arts sponsorship system in a market
driven democracy actually operates ? Second, do musicians have the knowledge and skills
to allow them to negotiate with corporate means of financial support ? Third, do
musicians actually realise the constraints that the corporate sector face ? Given that
musicians generally support patronage of the arts, addressing these questions might form
part of the role and priorities of the Performing Arts Board. In this w a y musicians, like
organisations, might c o m e to understand more completely the nature of the market system
in which they operate, and successfully distinguish between the requirements of
commercial (positive recognition and association with popular projects), and philanthropic
(recognition with few strings attached) organisations in their provision of support for the
arts.

In the following chapter, the survey results pertaining to questions two and three which
address the current role and priorities of the Performing Arts Board as perceived by
individual musicians and music organisations are described and analysed. A summary of
survey results for all three questions is then presented and discussed with reference to the
theoretical framework, in particular the characteristics of the theory of elite distemper to
determine the music community's perceptions about the Board in terms of Stone's
evaluative criteria relating to elite conduct and power.

Chapter Nine

Analysis of Survey Results: Perceived Role and
Effectiveness of the Performing Arts Board
Question Two: The Effectiveness of the Performing Arts Board

The second question of the survey asked respondents to give their opinion about the
effectiveness of the Performing Arts Board (refer to Appendix 2a and 2b).

The null hypothesis related to this question asserted that there would be no significa
difference between organisations and individual musicians in their perceptions of the
effectiveness of the Performing Arts Board. This was based on the assumption that
musicians and organisations would share similar opinions about h o w well the Performing
Arts Board was performing in certain designated areas of activity. It was expected that the
analysis would also reveal which particular functions the Performing Arts Board was
considered to be doing very well and which functions it was considered not to be doing
well; and that it would identify the extent of difference in opinion between organisations
and individual musicians in relation to the perceived effectiveness of the Board in
performing each specified function.

Given that the hypothesis concerned differences between ranks for two populations,
namely organisations and musicians, the Mann-Whitney U test was used to test the
hypothesis. For convenience, however, the data is presented as mean ratings for each
group. A comprehensive summary of rating values for the 19 functions based on
background details for musicians and music organisations is provided in Appendices 27
(Table 22) to 38 (Table 33).

The Functions of the Board Defined

The list of 19 functions that m a k e up question two of the survey was developed after
consultation with Board personnel. Items B , C, E, F, G, K, N , P, R and S were
considered to be direct functions of the Board, while items A , I, J, L, M , O, and Q were
functions to be achieved by more indirect means. Item H was subject to further
qualification in light of the recent amalgamation of the Theatre and Music Boards in
1987. In specifying these functions it should not be assumed that they all have equal
priority, or that they are equally amenable to achievement. They are each subject to a
variety of constraints, both circumstantial and imposed by the Board itself.

In relation to the indirect functions, the Director of the Board's administrative unit
claimed that the Board's capacity to fulfil the function in item A (to provide income
support for music professionals), was constrained by limited resources. This meant that
the Board did not so m u c h provide income support for music professionals as attempt to
provide opportunities in the form of "seeding money", and so rather than being seen as a
source of income, the Board should only be viewed as a temporary source of limited
financial support

Items I (secure business and industry support), J (protect industrial and publication
rights), L (educate the public) and O (provide managerial advice), were explained by the
Director in terms of functions the Board achieves indirectly through its support of other
third party organisations set up specifically to deal with these, such as the Copyright
Council, Arts L a w and Sounds Australian.

With regard to item M (reward achievements of music professionals), the Board viewed
this as a peripheral function only,"because our funding is not reward - punishment
bound. The most obvious example of this is the fellowships, particularly the D o n Banks
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fellowships that w e provide to acknowledge the achievement of a particular individual, a
composer".

Item Q which related to the promotion of Australia's musical heritage was considered
only to be a function of the Board within the context of developing "contemporary
relevance" so that where heritage was perceived to impinge upon that being achieved, this
function w a s attended to. The Board did not, however, see its aim as "keeping alive a
museum culture".

In relation to item H (balancing the needs of the music community with those of other
performing arts), the Director stated that the Board had not really addressed this issue
since the amalgamation of the Music and Theatre Boards in 1987, but rather had accepted
the status quo as it had existed prior to amalgamation. H e specified that the Board was
currently in the process of refining its focus by, for example, reducing its 33 programs to
four funding categories, so that in the very near future the Board could attend to this
function more completely.

Given that the Board's brief is to achieve these functions, as defined by Board personne
it was curious that several key personnel within organisations w h o participated in the
follow up interviews were not aware, or more accurately expressed surprise that the
Board actively set out to achieve m a n y of these functions. Their general view of the
Board w a s as an authority that provided funds, more so for organisations than
individuals, and mainly for those engaged in serious, traditional music styles. According
to interview participants the Board's policy of support tended to position large established
traditionalist music organisations as the elite, and individual musicians w h o represented a
diversity of music art forms as principally part of the non-elite. All other functions were
according to several of the interviewees, either not very well advertised by the Board as
being part of their brief, or not being achieved by the Board at a noticeable level within
the music community.

There were also several queries from music industry personnel about h o w the Board
could possibly attend to m a n y of the stated functions in a "realistic way" given its limited
financial and personnel resources. T h e director of one large organisation specifically
targetted its function of providing managerial advice to the music community, a labour
intensive role and one he considered to be inconsistent with the Board's current staffing
level. In his opinion given the Board's present number of staff and their location, "the
best that most musicians could hope for [was] to get some telephone advice".

Several interviewees suggested that regardless of what the Board's goals were, most
musicians' only interest in the Board was as a potential funding source and it was only
those w h o had actively contacted the Board for a grant w h o (sometimes subsequently)
became acquainted with its m a n y other functions.

These functions, therefore, are accepted by the Performing Arts Board as part of its rol
but it is important to keep in mind that the perceptions of organisations and individual
musicians about the effectiveness of the Board need to be considered within the
constraints defined; that is, while the 19 functions are relevant aspects of the Board's self
perceived role, they are not all equal, equally necessary and equally achievable.

Effectiveness of the Performing Arts Board

Overall it would appear that both musicians and organisations perceived the Performing
Arts Board to be performing at a level somewhere between 'not very well' and 'quite
well' for most items, with no item receiving a ranking of effectiveness above 'quite well'.

The closest match between the perceptions of musicians and organisations about the
effectiveness of the Performing Arts Board was in relation to the items of h o w well it
balances the needs of the music community with those of other performing arts, h o w well
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it educates the public about music activities in general, h o w well it provides leadership on
social issues relating to music and h o w well it promotes Australia's musical heritage. For
these items there was no difference at all in the mean ratings of expected influence by
musicians and organisations.

The results as presented in Table 9.1 reveal that for most of the items listed in the
there w a s no significant difference between musicians and organisations in their
perception of the effectiveness of the Performing Arts Board. The three significant
exceptions related to the items of h o w well the Board informs the music community about
its role (p < 0.01), h o w well it monitors the impact of its music funding programs (p <
0.01), and h o w well the Board enhances work opportunities for music professionals (p <
0.05). Individual musicians perceived the Board to be less effective in all three of these
areas than did organisations. A n explanation for the level of difference for the item of
h o w well the Board informs the music community about its role was explained to some
extent in chapter seven when it was revealed that 50 per cent of music teachers and 30 per
cent of other music professionals had no knowledge of the Performing Arts Board at all
(see also Appendix 3). The results given in Table 9.1 for item R (inform the music
community about its role) reaffirm this. Furthermore it would appear that lack of
knowledge of the Board is more prevalent amongst certain sections of the music
community. For example the manager of a large contemporary music organisation
pointed out that most of the musicians dealt with in the rock, jazz and country music
industry did not k n o w of the Performing Arts Board's existence and in all likelihood
would not be able to cite actual benefits it had brought individual musicians in the
contemporary music community. For m a n y populist musicians, therefore, the Performing
Arts Board is perceived to be an organisation designed to meet the needs of musicians
working in traditionalist music forms, although generally a large number of musicians
both traditionalist and populist appear to have no knowledge of the Board and its role at
all.
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Table 9.1: Mean Rating* by Type of Respondent According to
Their Perception of the Effectiveness of the Performing Arts Board

Item

A.
B.

C.
D.

E.
F.
G.
H.

I.
J.
K.
L.
M.
N.
O.
P.
Q.
R.
S.

provide income support for music
professionals
enhance the level of public support
for music activity in Australian
society
encourage diversity, and innovation
in music
equitably distribute its financial
sponsorship to individuals, groups
and organisations
monitor the impact of its music
funding programs
provide support for research in the
music area
represent the needs of the music
community to government
balance the needs of the music
community with those of other
performing arts (dance, drama etc)
secure business and industry
support for music
protect the industrial and
publication rights of musicians
enhance work opportunities for
music professionals
educate the public about music
activities in general
reward achievements of music
professionals
recognise and promote talent in all
music forms
provide managerial advice to the
music community
provide leadership on social issues
relating to music
promote Australia's musical
heritage
inform the music community about
its role
promote Australian music and
music performance overseas

Organisations
Mean

Musicians
Mean

(N = 94)

(N = 186)

O -M #
Difference P

2.4

2.2

-0.2

>0.05

2.4

2.2

-0.2

>0.05

2.8

2.5

-0.3

>0.05

2.2

2.1

-0.1

>0.05

2.7

2.1

-0.6

<0.01

2.4

2.1

-0.3

>0.05

2.4

2.1

-0.3

>0.05

2.4

2.4

0.0

>0.05

1.8

2.0

+0.2

>0.05

2.4

2.2

-0.2

>0.05

2.4

2.0

-0.4

<0.05

2.0

2.0

0.0

>0.05

2.4

2.2

-0.2

>0.05

2.3

2.2

-0.1

>0.05

2.3

2.0

-0.3

>0.05

1.8

1.8

0.0

>0.05

2.4

2.4

0.0

>0.05

2.3

1.8

-0.5

<0.01

2.5

2.3

-0.2

>0.05

*Based on a 4 pointratingscale from 1 = Not at all effective to 4 = Very effective.
# O - M Difference = the difference between mean rating for organisations and musicians.

287

Given many of the qualifying comments made by survey musicians and interviewees
about the Board (for example its structure and funding distribution procedures); as well
as the substantial proportion of respondent musicians with no knowledge of the Board
(also commented on by Throsby and Mills 1989), it would appear that one major function
the Board may need to address is that of communicating its objectives and role(s) to the
music community more effectively than it appears to have done in the past. Achievement
of better communication between the Board and its clients, which suggests heightened
knowledge and information on the part of musicians and organisations about what the
Board does, might in turn positively impact its many other functions.

There were also some differences between music teachers and other music professio
in their perceptions of the effectiveness of the Performing Arts Board (refer to Appendix
30, Table 25). Table 9.2 shows that music teachers considered the Performing Arts
Board to be significantly more effective in enhancing the level of public support for music
activity in Australian society (p < 0.001), securing business and industry support for
music (p < 0.001), enhancing work opportunities for music professionals (p < 0.001)
and educating the public about music activities in general than other music professionals
perceived it to be.

A possible explanation for these differences is that other music professionals pr
have a closer working relationship (than music teachers have) because of the nature of
their work, with these specific functions and are, therefore, more critical of the Board's
apparent lack of achievement in these areas.

Other differences among musicians about the perceived effectiveness of the Perfor
Arts Board were related to a musician's age and how long they had been working
professionally in their main music activity (refer to Appendix 29, Table 24 and Appendix

Table 9.2: M e a n Effectiveness Rating* b y T y p e of R e s p o n d e n t for Items
W h i c h Indicate a Significant Difference in Perception B e t w e e n Musicians
According to Their M a i n M u s i c Activity
Mean

I.

K.

L.

Differ
-ence

Total Music Other Music
Music
Teach Professionals
(N = 88)
-lans
-ers

Item

B.

Mean

(N =
186)

(N = 98)

2.2

2.6

1.9

-0.7

<0.001

2.0

2.3

1.6

-0.7

<0.001

enhance work
opportunities for music
professionals

2.0

2.4

1.7

-0.7

<0.001

educate the public about
music activities in
general

2.0

2.3

1.6

-0.7

<0.001

enhance the level of
public support for music
activity in Australian
society
secure business and
industry support for
music

•Based on a 4 pointratingscale from 1 = Not at all effective to 4 = Very effective.

31, Table 26). Overall, musicians aged between 18 to 34 years perceived the Board to be

slightly less effective than did older musicians for most items, but especially so in relati
to how well it represented the needs of the music community to government and informed
the music community about its role. Musicians who had been working for up to 10 years
in their profession perceived the Board to be slightly less effective than did musicians
who had been working for more than 10 years in enhancing the level of public support
for music activity in Australia, representing the needs of the music community to
government, rewarding the achievements of music professionals and promoting
Australia's musical heritage.

Younger musicians and those w h o had been involved in their main music activity for a
shorter period of time, therefore, appear to be more critical of the Board's perceived
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effectiveness in attaining and providing support for music and musicians. While m a n y
musicians encounterfinancialdifficulties in their career related in m a n y instances to work
unavailability, it m a y be that younger and less experienced musicians encounter more
difficulties of this nature than older and more experienced musicians.

For organisations the most substantial difference in perception occurred between those
organisations which received funding from the Australia Council and those which did not
(refer to Appendix 37, Table 32). Table 9.3 shows that organisations which received up
to 49 per cent of their funding from the Council considered the Performing Arts Board to
be noticeably m o r e effective in equitably distributing its financial sponsorship to
individuals, groups and organisations than did those organisations which received no
funding at all or those that received at least half of their funding from Australia Council
sources.

Table 9.3: M e a n Effectiveness Rating* b y T y p e of Respondent for Items
W h i c h Indicate a Significant Difference in Perception B e t w e e n
Organisations According to Proportion of F u n d i n g Received F r o m the
Australia Council

Mean
Total
Organis
-ations
(N = 94)

Item

D.

Mean
0%

1-49%

50-100%

equitably distribute its financial
sponsorship to individuals, groups
and organisations

2.2

2.0

2.6

2.0

promote Australian music and
music performance overseas

2.5

2.6

2.8

2.0

•Based on a 4 pointratingscale from 1 = Not at all effective to 4 = Very effective.
# O - M Difference = the difference between mean rating for organisations and musicians.

It would appear, therefore, that both the least and most dependent organisations are more
dissatisfied with the Board in meeting their needs than those organisations that are less

290

dependent This has significant implications for the Performing Arts Board especially in
relation to those organisations which are most dependent. According to the Director, the
Board's policy is to gradually m a k e organisations independent of the Board, a policy
which could perhaps be enforced more effectively given that according to the results
shown above, dependency does not appear to necessarily guarantee a higher level of
satisfaction than independence.

There was also a substantial difference in the perceptions of organisations as to how we
the Board promotes Australian music and music performance overseas. Organisations
which received up to 49 per cent of their funding, and those which received no funding
from the Council perceived the Board to be noticeably more effective in attaining this
function than did those organisations which received at least half of their funding from
the Council.

While it is understandable that those organisations which received no funding from the
Council might perceive it to be less effective in equitably distributing its financial
sponsorship, it is curious that those which received the largest proportion also shared this
view. A possible explanation w a s offered by the director of an organisation which
received less than half of its total funding from the Council, w h o suggested that "those
w h o get nothing become disillusioned, those w h o get a lot get greedy and worry that it
might get taken away again, and those w h o receive a little are just thankful for whatever
they can get". That is, receipt of more than half of an organisation's funding from the
Council promotes a heavy reliance on the Council, which never seems to be satisfied, as
well as a measure of complacency. This raises a very important issue, one which has
permeated this study, namely that of increased competition (and associated tensions)
between music organisations and music activities for scarce funds, which has been
exacerbated by the fact that as more and more groups and activities are being established
w h o also seek Board support, the available resource fund has since the mid 1970s
remained basically static.The result is often a reshuffling of existing support, that is
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taking away funds from one organisation to give to another which m a y lead to
accusations of greed, as cited above by one interviewee, but in all likelihood relate more
accurately to all organisations attempting to survive. Perhaps what the music community
needs to realise more completely is that music organisations should not be in competition
with each other, but rather they as an integrated group ought to work together to exert
influence over government policy as it relates to support for the arts in Australia.

As far as the promotion of Australian music and music performance was concerned,
organisations involved in the follow up interviews acknowledged that this was a costly
exercise. Several interviewees commented on the difficulty many organisations faced in
attempting to fulfil this objective without the support of sources such as the Australia
Council, as box office takings were in most instances insufficient to cover all costs. The
findings here seem to suggest that either organisations which receive less or no financial
support from the Council are able to fulfil this role successfully without Council
assistance, or, as is more likely the case given the discussions held with key personnel in
organisations that have this as part of their charter, have involuntarily relegated this
function to those organisations which receive a larger share of support from the Council.
Nevertheless even these organisations appear to consider their level of support less than
adequate to successfully fulfil this function. In the words of one interviewee from such
an organisation, "it might be Council policy to promote Australian music and music
performance overseas, but they don't provide the kind of funds to really make it happen".

Functions Perceived to be Performed Most Effectively

The area in which both organisations and musicians perceived the Performing Arts
to be most effective was encouraging diversity and innovation in music, although
organisations ranked the level of effectiveness higher than musicians. Organisations also
perceived the Performing Arts Board to be quite effective in monitoring the impact of its
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music funding programs and in promoting Australian music and music performance
overseas.

Performing Arts Board personnel involved in the follow up interview schedule found thi
to be a pleasing result as they viewed the encouragement of diversity and innovation in
music as essentially their principal aim.

Most of the interviewees from the music industry also agreed that this particular func
was one the Board had continued to address reasonably well since its establishment in the
1970s. W h a t w a s questioned by those in the industry w a s the scale of diversity and
innovation that was being encouraged and whether achievement of this function actually
assisted the professional life of the entire music community. W h a t was implied was that
Board operations displayed elements of elite distemper in the form of oligarchic
tendencies, factionalism and policy rigidity. For example, several interviewees observed
that the amount of support for groups and individuals whose work is beyond the "normal
fringe" and w h o are in need of Board assistance on a fairly continuous basis was in fact
very small. Beyond this intimation that the Board needed to broaden the scope of its
support was also some suggestion that the Board was "favouring certain styles and forms
of music" such as Opera and not offering enough support to serious jazz and
contemporary music that "does not m a k e money in the commercial sense". (This point of
view is supported by the results in Tables 7.15 and 7.16 which revealed that Board
funding tended to favour large and traditionalist music organisations). O n e director
pointed out, however, that whatever style of music the Board provided support for,
regular reviews needed to be conducted by the Board in this area to ensure that diversity
and innovation in music would continue to flourish. His definition of such music did not
include music that could be financially self supporting and he was of the opinion that
"what started as commercially non-viable innovative music that becomes commercially
viable later should not be the subject of support from the Board".

Functions Perceived to be Performed Least Effectively

Table 9.1 shows that the areas in which the Performing Arts Board was perceived by
musicians to be least effective were informing the music community about its role,
providing leadership on social issues relating to music, providing managerial advice to
the music community, educating the public about music activities in general, enhancing
work opportunities for music professionals, and securing business and industry support
for music.

In relation to the Board's provision of managerial advice to the music community several
musicians responding to the survey intimated that the only musicians to benefit from this
were those w h o were Sydney based. It w a s perceived that the location of the Council
headquarters in Sydney gave these musicians greater direct, and more regular access to
the Council and its staff for any managerial assistance they required. O n the other hand in
relation to the issue of the Board securing business and industry support for music, a
number of musicians congratulated the Board on its attempts to do this, which in the
words of one musician appeared to be a "futile ambition given the relatively poor record
of corporate support for the arts in Australia w h e n compared to Europe and the United
States".

Organisations perceived the Performing Arts Board to be least effective in providing
leadership on social issues relating to music and securing business and industry support,
as well as educating the public about music activities in general, something that appeared
to be confirmed by the report on surveys of public opinion carried out by the Australia
Council in 1989 and commented on in chapterfive.O n e organisation suggested that the
Board might do atittlemore to "assist local organisations to receive sponsorship from
local offices of national corporations".
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In responding to these perceptions, the Director of the Performing Arts Board was not
surprised by the musicians' observations about the Board's ineffectiveness in informing
the music community about its role as he specified that the Board "was not putting m u c h
energy into this, and w e really see this as a low priority". From the researcher's point of
view this w a s a curious remark given the Director's concern with musicians' perceptions
about m a n y of the Board's functions and the fact that informing the music community
more completely about the Board's functions might actually improve musicians' opinions
about the role of the Board. The Director was concerned by musicians' perception that the
Board had not provided leadership on social issues, claiming that it actively attempts to
inform the music industry on all relevant issues which m a y impact on them and their
profession, such as copyright. O n the issue of managerial advice, Board personnel
pointed out that this most often occurs upon request from musicians, but that musicians
rarely sought managerial advice from the Board. They claimed that:
it's up to [musicians] to touch base with us or those
organisations w h o are funded by us to provide them with this
advice, such as the Copyright Council; its not our role to seek
them out. W h a t w e do for the most part is provide and link
up musicians with third party organisations which have
specific expertise in this area to do this work.
As far as educating the public about music activities, Board personnel reiterated that
principal means of achieving this goal was to fund organisations which could specifically
attend to this function from a m u c h broader range of perspectives than the Board itself
could possibly provide. They quoted the work being carried out by Sounds Australian
(formerly T h e Australian Music Centre) as one of the best examples of an organisation
funded by the Council to achieve this particular function. The Director of the Board
specified that this indirect avenue of support also applied to the function of securing
business and industry support for music. T h e Board involves itself in the attainment of
this only to the extent that it helps resource organisations specialised in this area, and
hence in their view, better placed to achieve this function on behalf of individuals and
organisations than the Board. If this indirect support is indeed occurring, this raises the
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tactical question of whether the Board should seek more explicit recognition for its
support from the promoters that it helps to fund.

Board personnel expressed "deep concern" at the response given by musicians about how
well they perceived the Board to be enhancing work opportunities for music
professionals. The Director pointed out, however, that:
as unfortunate as the situation is n o w for m a n y musicians,
especially up and coming ones because of the economy, the
situation for musicians is immeasurably better than it was 20
years ago in the pre-Australia Council days, and
opportunities should be further enhanced once Australia's
recessionary economy starts to recover.
Representatives from the music industry expressed most interest in the comment by
musicians about the Board's ineffectiveness in enhancing work opportunities for music
professionals. While a small minority of interviewees dismissed musicians' perception
about this as "the inevitable gripe about not enough jobs and money", most participants
strongly agreed that the Board was remiss in its efforts to enhance work opportunities for
music professionals. C o m m e n t s explaining their viewpoint invariably revolved around
the poor salary conditions of most music professionals, for example, "many professional
orchestral musicians in Australia cannot be assured of financial security and consequently
are being lost in m a n y instances to lesser companies or to overseas companies w h o can
afford to pay them a decent salary". T h e "poor salary conditions" issue w a s one (as
pointed out vehemently by several interviewees), that the Board was "made aware of on
an on-going basis yet had done little about". O n e interviewee w h o had held very recent
discussions with the Board on this issue w a s of the opinion that the Board's view was
that the arts community should lobby more ardently to enhance public awareness about
the situation so that pressure would mount for the Federal Government to allocate more
funds to the various Australia Council Boards to meet needs of this type. H e in turn
pointed out, however, that the arts community, which w a s very diverse, saw this very
m u c h as the role of the Council and its Boards, and not the role of performing arts
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organisations which neither have the time nor the access that the Board has to key
government decision makers. In other words, the music community as a relatively
fragmented group, look to the Council and the Performing Arts Board as part of the
proximate decision making group and the power elite to represent their needs to
Government

Another interviewee claimed that the Board's evident commitment to its function of
encouraging diversity and innovation in music was at the cost of maintaining the ongoing professional life of musicians and that the Board would be perceived to be much
more effective by the music community generally if it addressed this role more
adequately. H e stated "we need to be able to work and make a living from our primary
music activityfirstand foremost, after all, w e contribute a lot to the musical life of
Australia, and then w e can attend to issues of diversity and innovation".

Other interviewees had misgivings about what they perceived as the Board's apparent
"short term funding policy which only provides short term work opportunities". This
was explained in terms of the Board providing considerable funds every year to new
projects, for example commissioning new works, but often failing to continue funding to
ensure that these newly composed works were followed through to the publication and
recording stages so that the results might be enjoyed by many people for years to come.
(The area of recording was in fact perceived by several interview participants to be a
seriously disadvantaged area, especially given its significance as a major promotional tool
utilised by both national and international marketing).

An adjunct to this view about the Board's "short term funding policy" was the manner
which funds were provided on a year by year basis which was observed to hinder
possibilities for long term planning. In the words of one interviewee whose organisation
had experienced this situationfirsthand, "one year you are the recipient of a grant, the
next year you are not, or your funding is cut so severely that you have to make cuts to

297

your program and your staffing". It was maintained that in order for organisations in
particular, as well as individuals, to work effectively and efficiently they required some
longer term assurances of support, at the very least two to three years in advance. The
Keating Fellowships were cited as an example where this objective w a s being
successfully achieved as they allowed artists to develop their work over a four year
period and thus "see a project through to the very end".

All of these criticisms about lack of work opportunities, poor salary conditions and
apparent Board focus on the funding of new, innovative projects, once more revolve
around the larger issue of insufficient Council funds to meet an increasing number and
diversity of music community demands. Although musicians and music organisations
perceive it to be the role of the Council to lobby Government for more support for music,
the pressure for Government to do something to respond to the changing cultural
conditions could be substantially enhanced by the music community as a whole together
with the Council, presenting a unified presence to Government

Finally, a number of interview participants suggested that many of the Board's perceive
inadequacies could be overcome if it publicised its role and "any of its significant
achievements" through media releases from time to time. In the words of one
interviewee, "it is difficult to actually recall a media release that informed the public as
well as the general music community about [the Board's] purpose and programs". The
perception therefore is that not only is there a need for improved communication between
the Board and its clients but also between the Council and the general public, something
that was alluded to in chapter five.

Comments by Organisations on the Perceived Effectiveness of the Performing Arts Board

A number of observations were provided by some of the organisations which responded
to the survey about w h y they saw the Board as less effective in its present operation than
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it might be. These included the lack of operating funds, which was in the main
considered to be the central cause of much of the Board's perceived inadequacies; the
employment of too many bureaucrats; the hindrance of historical precedents which
ensured that the same groups received money year after year; the lack of a well developed
monitoring system to check how the money was spent; and the inability to exercise
"control" over the programming content of the larger and more heavily funded groups to
ensure they promoted Australian works and performers to a greater extent than they
presently did. The fact that the Performing Arts Board is Sydney based also caused some
consternation among several organisations, especially Victorian based ones. For example
one small Victorian based classical ensemble claimed that "the Board should give some
indication that it really favours Sydney based groups in order to save us all the hours it
takestofillin those large forms". (This city/state rivalry in Australia between Sydney and
Melbourne, N S W and Victoria is inevitable given that the Australia Council headquarters
are located in Sydney, but no matter where the Council located its headquarters
complaints would be bound to occur).

These comments were representative of organisations generally which responded to
survey, but were more prevalent among traditionalist organisations which had been in
existence for 10 to 20 years and which received uptohalf of their yearly income from the
Performing Arts Board. There is an interesting irony in these results given that the survey
indicated a bias in the pattern of Council funding in favour of traditionalist music
organisations (Table 7.16). Perhaps it reflects the fact that these organisations through
their contact with the Board have greater knowledge of its operating structure, but given
that they receive only a minor proportion of their funding from the Council excludes them
from inclusion in the 'favoured' category. W h e n Performing Arts Board personnel and
interview participants were presented with these comments they had mixed reactions.
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(a) Insufficient Operating Funds
Both the Board and interviewees agreed with the issue of insufficient funds. Board
personnel stated that 62 per cent of all applicants w h o applied to the Board for a grant are
refused because of insufficient funds. They also estimated that with more funds, which
should include some guarantee of operating funds for the Boards, the Board would be
abletodevelop long term projects more effectively.

(b) Excessive Bureaucracy
The Performing Arts Board's Director claimed that the c o m m e n t about too m a n y
bureaucrats was a "typically Australian response", and stated that this probably was the
opinion of organisations w h o did not fully understand the Performing Arts Board
structure and its operation, although he suspected that it most likely c a m e from
organisations w h o had been unsuccessful in securing Board funds (the results showed
this to be not the case). H e further pointed out that since amalgamation, Board staff had
decreased in number from 23 to 18, which is very small given the multitude of functions
expected. Also the professional staff employed by the Board, all have backgrounds in
performing arts, either in the administration of the arts, as directors of arts companies or
as performers, and all are essentially transitory rather than career bureaucrats "even
though the nature of the job dictates that they are engaged in bureaucratic functions".

Most of those interviewed espoused a view similar to that of the Director of the
Performing Arts Board, namely that this was a c o m m e n t borne of ignorance on behalf of
most organisations about the complexities involved in operating a large organisation such
as the Council. It was the opinion of most that every organisation, even small ones, have
administrative staff. This was however tempered by the recognition that in the case of the
Performing Arts Board "some of the staff had forgotten what's involved in managing an
arts organisation in the real world", and it was believed by several interviewees that some
staff had overstayed their time with the Board. Despite these remarks, a central issue
within the discussions revolved around the need for more, not less Board staff, and that
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more staff could probably achieve a better result and attend to the multitude of functions
expected of the Board more effectively. Several interviewees specifically pointed to the
fact that current staff were:

not able to keep up with the influx of applications that are
m a d e to the Board every year, or give each application the
attention it really warrants because of the enormous time
involved. Additional staff would hopefully m e a n that
applications [could] be worked through more thoroughly
which would be beneficial to musicians and organisations
alike.
It was acknowledged by interview participants that the employment of more staff raised a
serious dilemma for the Board between improving its operating capacity, and at the same
time trying to maximise the proportion of funds spent on outside activities. It was, they
claimed, a dilemma that the Board had appeared to over compensate for since the
amalgamation of the Theatre and Music Boards in 1987 by reducing "working staff
members by an unreasonable percentage".

(c) Fixed Funding Patterns
The issue of historical precedent (and policy rigidity) which implied the same groups
received Board funds from one year to the next was described by the Director as "a no
win situation, because on-going commitments to some organisations and insufficient
funds overall meant that some excellent groups and individuals had to miss out".
According to the Director:
budget lock up is apt to occur in a situation where in a fixed
economy, money fails to keep up with inflation and you find
yourselves with a full Board of clients and nobody n e w can
'come on-board'. T o a certain extent we've got this n o w ,
with some of the newer clients not being able to 'climb on
board' as m u c h as they would like or as fast as they would
like.
H e explained that the link between the Board and its clients was essentially a transitory
one, even though this extended to almost 20 years in some cases, with the aim being that
clients gradually worked themselves out of the system until funding support was totally
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eliminated and they became independent of the Board. If, however, that client wished to
develop a new project that it considered risky in any way and subsequently "needed some
Board support to get it going, then that client has the righttoreturn".

Several of the interviewees shared a similar view to that of the Director of the Perfor
Arts Board, namely that with afiniteamount of funds some groups, inevitably new ones,
tended to miss out. However, they were quick to point out that rather than current
funding patterns being hindered by historical precedents these precedents were in fact a
necessity, not only in terms of continued employment for individuals, but also in relation
to the continued existence of established and reputable music groups. All but one of those
interviewed agreed it was vital an organisation that had proved itself as a sound performer
(as well as employer), continued to receive Board support for its on-going operation.
This view was s u m m e d up most eloquently by one of the interviewees in the following
manner
Too often in Australia w e build up a successful organisation
in music or theatre and then proceed to cut it down, by taking
away its support Organisations need a level of continuity and
stability to be able to plan and function. The scatter gun
approach of funding an orchestra, for example, one year then
not the following year is a very unfruitful exercise for
everyone. This is more of a hindrance than the fact that an
organisation has grown up to require certain maintenance.
Funding n e w projects each year does very little to further the
development of music in the community.
A s commented on earlier, however, the Board's intention is to gradually wean
organisations off Board dependency, even though its record of achievement to date is not
impressive. The view expressed above is not necessarily incompatible with this intention
but the Council will have to articulate its purpose more clearly to the music community in
order that they realise h o w this intention is aimed to benefit the music industry as a
whole.
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A related issue that was expressed by interviewees was the need for the Board to engage
in a process of on-going assessment so that the level of funding for an organisation was
matched to its artistic endeavour. Interview participants recognised that in an environment
of scarce resources it w a s difficult for individual musicians and young, n e w
organisations to accept that some organisations continued to require subsidy year after
year. A number of interviewees qualified their viewpoint and suggested that limited
funding required the Board to give preferential funding to "proven winners, that is those
w h o have succeeded as performers and employers in the past, rather than risk scanty
amounts on new, untried projects". This view was coupled with the recognition that "a
certain, but not too large an amount of funds" should be set aside by the Board
specifically for "new blood" so these organisations were given the opportunity to "show
their worth".

(d) Inadequate Monitoring System
In relation to the comments by survey organisations about the Board's inadequate
assessment procedures the Director pointed out emphatically that in his view the Board
monitors the impact of its music funding programs very well. H e stated that "as far as the
acquittal of grants, our systems are very good for both organisations and individuals; and
everything is double checked by the Board, external auditors and an annual government
audit". A t the same time, however, he acknowledged that there w a s room for
improvement adding, "we need to do more about evaluating success in terms of
outcomes. Our program review process commenced in 1989 and is just coming to the end
of itsfirstcycle in 1991. It has so far returned valuable results and w e will m a k e
modifications accordingly".

All interview participants claimed that the Board operated a stringent administrative
structure of checks and balances as far as organisations were concerned. They were less
sure if the same degree of exactness was, or even could be applied to individuals, given
that it w a s difficult to request individuals to present balance sheets and quarterly
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statements and that the Board had to deal with a large number of client companies and
individuals each year. A number of interviewees again focussed their attention on the
issue of Board staff, and expressed concern not so m u c h about the number required to
adequately achieve Board functions, as the calibre of the current staff to carry out
evaluatory procedures and to "monitor individuals in a professional and adequate way".

(e) Control Over Programming
O n the issue of exercising control over the programming content of larger and more
heavily funded groups to ensure they promoted Australian works and performers, the
Director of the Board acknowledged that it had been remiss in this area in the past and
that this was a justified criticism. H e was quick to point out, however, that m u c h was
being done to improve the current situation, and one substantial contribution to the
achievement of this function was the inclusion in its criteria for funding eligibility the
stipulation that performance programs included Australian works.

All but one of the directors interviewed were insistent that the Board should not exerc
control over programming content other than to recommend the inclusion of "some
Australian repertoire". (It was understood that organisations were already subject to
funding based on fulfilment of this criterion). At the same time there was disquiet with
the reality that Australian music programs were very costly to organisations because of
the reduced box office takings. The director of one orchestra pointed out that his
organisation was currently running on a deficit comprised largely of losses acquired in
1988 because of the inclusion of Australian content in its program series for that year, the
result of which was a 25 per cent reduction inticketsales for the company. H e suggested
that his company was not the only such example and that public debate was needed on
this issue so that governments, sponsors and the public generally became more aware of
the expense associated with mounting programs that included contemporary Australian
works in particular, and came to recognise that box office returns for these programs
tended to be m u c h smaller.

All interviewees stated unequivocally that it was wrong for any funding body to regulate
programming content as this form of control contravened the essence of creativity,
namely freedom. They observed that organisations operated on a relationship with their
audiences whose taste ultimately would determine content They added that organisations
were established to follow their o w n objectives not those of an imposing authority, and
the role of an organisation such as the Australia Council was to act as a support, not a
control system. Further to this was the fact that the Board did not m a k e substantial
enough contributions to organisations to warrant such demands (substantial was defined
in terms of around 90 to 95 per cent of an organisation's total annual budget).

(f) Sydney Bias
A s for the suggested favouring of Sydney based groups, the Director pointed out that
generally the assessment panels m a d e the decisions about funding and that these panels
were drawn from across the country, so that structurally no bias should operate. (As
pointed out in chapter four, the m a k e up of the Board as at June 1991 revealed that
membership was in fact not truly geographically representative). H e claimed that this
criticism had been directed toward the Council for some time but that in fact "because of
these charges, Sydney based groups were probably disadvantaged". At the same time the
Director stated "it is undeniable that Sydney performers have a chance to meet with [the
Board] more than other musicians and there is, therefore, a possibility that they have
access to more information that could influence their chances of getting a grant, but this
could be a good as well as a bad thing".

Most of the interview participants were of the view that because Sydney represented the
largest metropolitan population in Australia s o m e bias was bound to occur. O n e also
claimed that the pool of talent residing in Sydney was greater than anywhere else in
Australia, and that one of the major difficulties frequently encountered in his dealings
with performing arts companies around the country was finding groups that matched the
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quality of such Sydney based groups as The Australia Ensemble and The Australian
Chamber

Orchestra. Another argued the importance of location, in that because the

Performing Arts Board was situated in Sydney, most Sydney based musicians would be
in favour of the Board's practices while musicians residing outside Sydney would be
suspicious of them, and that the same line of argument could be applied to the Board
whatever its location.

Several interviewees expressed concern about the bias that might arise because of t
location of Board and Committee members and intimated what could be interpreted as
governance on behalf of factional interests occurring. They claimed that since the 1970s
more and more staff employed by the Performing Arts Board, and involved in its peer
review process had come from Sydney, an outcome they recognised as chiefly associated
with limited finances (travel and accommodation expenses for interstate members
attending committee meetings), but in their view an unsatisfactory one nonetheless. One
suggested 'solution' to this, though in practical terms unrealistic, was to maintain a
permanent Australia Council office with three to four senior project officers in each of the
major cities to enable musicians and organisations in each State to have an official
Australia Council body.

In closing, the comments raised by survey organisations about the Board's perceived
ineffectiveness and interviewees' reactions to them reveal some difference of opinion
between the two groups. This difference can in part be accounted for by the fact that the
majority of interview participants were principally affiliated with large organisations (a
group that Council funding patterns were shown, in this survey at least, to favour (Table
7.15)), and most were also Sydney based. Survey respondents on the other hand were
shown to represent a spread of large, moderate and small organisations from around
Australia. Nevertheless, size and location were perceived to constitute important criteria
in the influence groups have in securing support from the Australia Council. Large
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Sydney based music organisations in particular, were considered to represent an
influential (strategic elite) group.

Comments by Musicians on the Perceived Effectiveness of the Performing Arts Board

Musicians responding to the survey also made some general observations about the
effectiveness of the Performing Arts Board. Comments tended to centre around bias in
the distribution of Board grants, between music and other performing art forms, and
between different types of musicians. They were generally critical of the Board's
apparent incapacity to "improve its care for music" since the introduction of the new
structure amalgamating music with theatre. In particular they were critical of non music
persons occupying important positions within the n e w amalgamated Board implying
potential bias in favour of other performing arts. The issue here was whether "people
representing diverse art forms [could make] decisions about the merit of the work of an
individual in an art form which was not familiar to them in terms of their o w n
background experience and qualifications". The peer review process was also criticised
and referred to by several musicians as "undemocratic" and in the words of one, "biased
in favour of Anglo Celtic composers regardless of their quality, and totally lacking for
composers and performers not involved in Australian music". Other reasons given for the
perceived ineffectiveness of the Board relatedtoits perception of Australian music and its
focus on professional music activities. Several claimed that the Board's definition of
Australian music was "too narrow"; while others perceived its "focus on Australian music
[to be]totallyout of proportion with its other duties", which seemstosuggest criticism of
the emphasis awarded Australian music. A number of musicians believed the Board
"would achieve a better result for the music community if Board funds were channelled
into the vast number of amateur groups Australia wide, rather than providing income
support for a select few professionals".

Again Performing Arts Board personnel and interview participants were asked to
comment on these general observations.

(a) Music and Theatre Board Amalgamation
Most Board personnel commented that music was "better off under the n e w structure than
under the old Music Board structure". This view was not unanimous, however, and one
Board member w h o had been present throughout the transition commented that:
the amalgamation of music with theatre was the beginning of
the end for music and most of the Music Board people were
against the move. W h e n there are only two people on the
present Board representing music and it is the Board which
makes the policy decisions it's not difficult tofigureout that
music policy is the loser. Having a Director with a theatre
background doesn't help matters and this is compounded
even further by the fact that the Board's administrative unit is
also headed by a theatre person. Their knowledge of music as
well as their attitudestowardsit are really problematic.
In other words, theatre (not music) is perceived to represent the elite through occupation
of the top positions in the Board. T h e Director of the Performing Arts Board's
administrative unit strongly disputed this claim stating that the Board took a broad
perspective on performing arts and saw music as an essential element of that Board. In
supporting this view he cited the example of the Australian Opera which was removed
from the Board's responsibility in 1990 and has since been the recipient of direct line
funding. U p to this time the Board had received money for the Australian Opera from the
Government and had re-distributed it by instalments. This enabled the Board to
accumulate substantial interest which in turn was used to support smaller organisations
and individual projects. This loss of potential investment income had, according to the
Director, been shared by drama and dance rather than music alone as in the days of the
former Music Board. In his opinion the capacity to spread the loss resulting from the
removal of the Australian Opera across all performing art forms would not have been
possible under the former Music Board structure. This was an issue that the music
community had not been "formally notified about" and which, according to the Director,

might have affected their response to the issue of amalgamation. H e was of the opinion
that given this knowledge, music organisations in particular would have rated the
performance of the Board as "more effective than they did".

While several interview participants responded to the amalgamation issue with
indifference claiming that they had not witnessed any real change since amalgamation,
others expressed either strong support for or strong criticism of the n e w structure. Those
arguing in support claimed that the "artificial dimensions" between music and theatre
were disappearing under the n e w Board. In the case of Opera this was perceived to be
especially significant, and the n e w structure was viewed as a more flexible approach that
allowed for greater cross fertilisation of ideas and activities between art forms. O n e area
that had not been adequately catered for since amalgamation, however, was the handling
of applications that could n o w include aspects of both music and theatre, and which in
their opinion current staff were not sufficiently experienced or qualified to deal with.

The other side of the argument was represented by people directly involved in the music
recording and publication industries as well as orchestral performance. They directed
attention to the fact that coherent music policy making and implementation was hindered
by the n e w structure. This was s u m m e d up by one respondent in terms very similar to
those expressed earlier by the Chairman of one of the Board's music committees. H e
claimed:
The Board meet fairly infrequently and meetings are often
very brief. The agenda is often inexplicable to the majority of
members at any one time, so w h e n music is discussed there
are only two people on the Board, the music representatives,
w h o understand what is being spoken about. There is as a
result a vast wastage of time, and further with such a full and
varied agenda a lot of what is offered in the n a m e of policy is
really just off the hip opinion and it is the opinion(s) that are
most forcibly stated that get carried on the day. Besides this,
you are also dependent on the particular tastes, attitudes as
well as knowledge of two people to decide what goes as
music policy for the whole country, which cannot be a sound
thing.
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According to this respondent the panels "more than any other group have an intimate
perception of the goings on within the music industry"; and even though the panels were
chaired by Board members, the fact that there were only two Board members to translate
all relevant information for the development of music policy to a Board that also had to
attend to theatre, dance, drama and puppetry was a very unsatisfactory situation. The lack
of resources, principally in terms of time and personnel therefore negated the ability of
the Board to formulate meaningful music policy. The establishment of the Performing
Arts Board was accordingly perceived by some musicians to have heightened the tensions
that already existed between different music forms for funding support and representation
because "added to the competition for scarce funds w e n o w have theatre, dance, drama
and puppetry". Furthermore, according to comments cited above these tensions were
apparently also prevalent among members of the Board as well as the peer review panels.

(b) Representative Assessment Procedures
O n the issues of possible bias against composers from non-English speaking
backgrounds and the "undemocratic" peer review process, the Board's administrative unit
personnel disagreed with both perceptions. The Director stated that the aim of the peer
review process was to choose the best people in the industry to make judgements and that
over the life of the Australia Council there had been over 3,000 people w h o had had input
into the decision making process on the distribution of grants across all art forms. (As
commented on in chapter four, this number does not necessarily represent different
people). Moreover if any bias were to "creep into the system it would be short lived, as
committees were reviewed once a year and turned over every two and a half years".
Because of this replacement procedure no committee could become "a captive of one
particular school of thought" for any significant period of time. However evidence
presented in the study thus far would seem to suggest that the system of Board peer
review has consolidated the interests of some music forms and that this has been
exacerbated by the existence of an interconnected circle of strategic music elites w h o have

3

been able to influence, either directly or indirectly, decision making about support for
music art forms in Australia.

All those interviewed agreed that questions of bias were very difficult to prove or to
quantify in terms of grants or funding, but that no distinction should be m a d e on the basis
of gender, ethnicity or any criteria other than the quality of the work involved. Most of
the interviewees found the statement directed at Anglo Celtic bias a curious one given that
music is an international art form and most music has its roots in the European tradition.
The issue of bias w a s s u m m e d up most eloquently by one interviewee in the following
terms:
T o disseminate Australian works is a noble objective, but
quality is surely another one. Just because the music was
written by an Australian composer doesn't necessarily m a k e it
worthwhile. It has to prove itself eventually by someone
listening to it and paying for its performance.
The chairman of one of the music panels saw the problems faced by the panels more in
terms of the infrequent number of times they met each year (only two to three times), and
the very short length of time they could spend on each application given that they received
thousands for consideration each year.

Interview participants also directed their comments about the peer review issue once mo
to that of panel membership and members' ability to m a k e reasonable decisions about
grants based on their respective backgrounds. For example, m a n y queried the
qualifications of the panel members to m a k e judgements on entrepreneurial activities
w h e n they had no experience in "putting on a show, or had never risked their o w n
reputation and money to m a k e a performance work". They were also concerned that panel
members' personal tastes and attitudes would determine decisions, and the very real
possibility of the lobbying and political influences that panels are subject to determining
distribution of grants.
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(c) Non-support for Amateur Musicians
The final issue singled out by musicians was that of the Board providing income support
for only a "select few professionals" with amateur musicians and groups not being
catered for. The Director of the Board's administrative unit stated this would always be
the case as long as the Board's principal aim was dedicated to the pursuit of excellence,
as excellence meant being selective.

The majority of those interviewed agreed that the Performing Arts Board provided funds
for a select number of professionals and it certainly did not provide for amateur
musicians. They also claimed that as long as the Board was unable to provide funds for
all applicants it would continue to be accused of being biased. All interviewees were also
aware of the Board's goal of excellence and the fact that the concept of excellence was
selective which necessarily eliminated some candidates, especially amateur musicians.
Their concern however was more with total amount rather than distribution. The manager
of a large recording based company s u m m e d up the view shared by most interviewees
about this issue by pointing out that amateur musicians were just that, amateurs w h o in all
likelihood had another source of income and "whose whole life was not devoted to
making music", as was the case for professional musicians w h o relied on their music
totally as a means of support.

In closing, it is interesting to note that survey respondents and interviewees generall
showed m u c h more agreement with musicians than with organisations about the reasons
for the perceived ineffectiveness of the Performing Arts Board. The only case where an
obvious difference of opinion occurred was in relation to the level of support provided by
the Board for amateur musicians. This was understandable given that the interviewees
were affiliated with organisations and that organisations have a closer working
relationship with professional musicians than with amateurs. Survey respondents on the
other hand would have included a number of amateur musicians.
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The perceptions commented on above raise serious questions about whether the
Performing Arts Board has the capacity to deal with the identified issues. O n e recurring
theme that appears to require attention that the Board could attend to relatively
immediately, and which could help to ameliorate some of the concerns expressed by
musicians is that of communicating its role, objectives and priorities more clearly to its
clientele. This would not only improve musicians' level of knowledge and anticipated
understanding about h o w the Council and Board structure (especially since
amalgamation), and the peer review process operates, but also inform them of w h o is
eligible for support from the Board, and of the existence and role of other agencies
availabletooffer support.

Question Three: The Importance of Certain Functions

The third and final question of the survey presented the same list of 19 functions use
question two, but this time asked respondents to state the level of importance they
attached to certain specified roles for the Performing Arts Board (Appendix 2a and 2b).

The analysis of responses was expected to reveal which functions were considered by
musicians and organisations to be the most important for the Board to address and which
were considered to be the least important; as well as to identify the extent of any
difference in opinion between the two groups on individual functions. A basic issue
involved in this question was whether organisations and individual musicians would
differ in their perception of the role and priorities of the Performing Arts Board, or would
share similar views.

Given that the responses provided only ordinal data on relative importance ratings, th
Mann-Whitney U test was used totestfor possible differences between the two groups of
respondents. A comprehensive summary of rating values for the 19 functions based on
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the background details for musicians and music organisations can be found in
Appendices 39 (Table 34) to 50 (Table 45).

The results for question three (presented in Table 9.4) indicate that for most of
listed in the survey there was no significant difference between musicians and
organisations in their perception of the roles and priorities of the Performing Arts Board.
The two exceptions related to the perceived importance associated with enhancing work
opportunities for music professionals and promoting Australian music and music
performance overseas. Musicians attached significantly more importance to both these
items than did organisations.

The difference between the two groups for these two items appears to be directly l
to the working life of the respondents. Musicians understandably considered enhanced
work opportunities for themselves as a very important priority, and as already noted,
music organisations such as orchestras represent major employers of musicians which
may help to explain the priority musicians awarded the promotion of Australian music
and music performance overseas. M a n y organisations also commission Australian
composers to produce works for them and actively set out to promote Australian based
programs on a national and international level. This is one of the principal means
whereby musicians are able to achieve recognition through their affiliation with
organisations w h o tour nationally and internationally. Furthermore, musicians are
undoubtedly aware of the difficulty in attaining this recognition without the support
structure that an established and reputable organisation is able to offer them. It is likely,
therefore, that this overall perception is a product of the relative number of amateur and
professional musicians who responded to the survey and their recognition of the dynamic
interdependent relationship between themselves and such established organisations.
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Table 9.4: Mean Rating* by Type of Respondent According to
Their Perception of the Role and Priorities for the Performing Arts Board

Item

A.
B.
C.
D.
E.
F.
G.
H.
I.
J.
K.
L.
M.
N.
0.
P.

Q.
R.
S.

provide income support for music
professionals
enhance the level of public support
for music activity in Australian
society
encourage diversity, and innovation
in music
equitably distribute its financial
sponsorship to individuals, groups
and organisations
monitor the impact of its music
funding programs
provide support for research in the
music area
represent the needs of the music
community to government
balance the needs of the music
community with those of other
performing arts (dance, drama etc)
secure business and industry
support for music
protect the industrial and
publication rights of musicians
enhance work opportunities for
music professionals
educate the public about music
activities in general
reward achievements of music
professionals
recognise and promote talent in all
music forms
provide managerial advice to the
music community
provide leadership on social issues
relating to music
promote Australia's musical
heritage
inform the music community about
its role
promote Australian music and
music performance overseas

Organisations
Mean

Musicians
Mean

(N = 94)

(N = 186)

O -M #
Difference P

3.1

3.2

+0.1

>0.05

3.6

3.7

+0.1

>0.05

3.5

3.5

0.0

>0.05

3.7

3.5

-0.2

>0.05

3.6

3.6

0.0

>0.05

3.2

3.2

0.0

>0.05

3.7

3.6

-0.1

>0.05

3.5

3.4

-0.1

>0.05

3.3

3.6

+0.3

>0.05

3.3

3.6

+0.3

>0.05

3.3

3.7

+0.4

<0.05

3.4

3.7

+0.3

>0.05

3.2

3.3

+0.1

>0.05

3.6

3.7

+0.1

>0.05

3.2

3.3

+0.1

>0.05

2.9

2.9

0.0

>0.05

3.4

3.4

0.0

>0.05

3.4

3.4

0.0

>0.05

3.4

3.8

+0.4

<0.05

* Based on a 4 point rating scale from 1 = O f no importance to 4 = Very Important.
# O - M Difference = the difference between mean rating for organisations and musicians.
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The closest match in perception between musicians and organisations was for the items
relating to provision of leadership on social issues concerning music, encouraging
diversity and innovation in music, monitoring the impact of the Board's music funding
programs, providing support for research in the music area, promoting Australia's
musical heritage and informing the music community about the Board's role. These items
reflected no difference at all in the perceptions held by musicians and organisations.

The Most Important Functions - Survey Respondents

As shown in Table 9.4 the items perceived by organisations as being of most importance
for the Performing Arts Board were to equitably distribute its financial sponsorship to
individuals, groups and organisations and to represent the needs of the music community
to government These were closely followed by enhancing the level of public support for
music activity in Australian society, monitoring the impact of its music funding
programs, recognising and promoting talent in all music forms, encouraging diversity
and innovation in music, and balancing the needs of the music community with those of
other performing arts.

The single most important item as perceived by musicians was for the Performing Arts
Board to promote Australian music and music performance overseas. This was closely
followed by enhancing the level of public support for music activity in Australian society,
enhancing work opportunities for music professionals, educating the public about music
activities in general, recognising and promoting talent in all music forms, representing the
needs of the music community to government monitoring the impact of its music funding
programs, protecting the industrial and publication rights of musicians, securing business
and industry support for music, equitably distributing its financial sponsorship to
individuals, groups and organisations, and encouraging diversity and innovation in
music.
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Both organisations and musicians awarded top priority to those items that might increase
their performance capacity or w o r k opportunities, and their potential audience.
Organisations tended to focus a little more on the issues of equitable distribution of
funds, the evaluation of these funds and the ability to secure more funds for music.
Musicians, while acknowledging the importance of all aspects of funding, also included
as high priorities the areas of promotion and other forms of support

There were some slight differences in the perception of musicians about certain Board
functions according to whether the respondents were involved in their main music activity
on a full-time (more than 25 hours per week) or part-time basis (refer to Appendix 44,
Table 39). Full-time musicians perceived the two functions of enhancing work
opportunities for music professionals and protecting the industrial and publication rights
of musicians as slightly more important than part- time musicians. Part-time musicians,
on the other hand, considered it slightly more important for the Board to recognise and
promote talent in all music forms.

As noted previously, many musicians are unable to work full-time at their chosen
profession and have to derive part of their income from other sources (62 per cent of
other music professionals and 52 per cent of music teachers w h o participated in this
survey worked on a part-time basis in their main music activity, refer to Table 7.6).
While it is not possible to predict what proportion of these respondents actively choose to
work part-time, comments volunteered by the survey musicians as well as other reported
findings about work restrictions for musicians (for example, Throsby and Mills 1989),
suggest that they would be inclined to look favourably on any opportunities that
recognised and promoted their talent more effectively.

There was a significant difference in the perception of musicians about the importance o
certain Board functions according to whether the respondents had or had not been the
recipient of an Australia Council grant (refer to Appendix 46, Table 41).

3

Table 9.5: Mean Priority Rating* By Type of Respondent for Items Which
Indicate a Significant Difference in Perception Between Musicians
According to Receipt or Non-Receipt
of an Australia Council (A C) Grant

Mean

Total
Musicians
(N= 186)

Item
A.
R.

Mean
A.C. Grant
Recipient
Yes

No.

Differ
-ence.

provide income support for music
professionals

3.2

3.7

2.8

-0.9 <0.001

inform the music community about
its role

3.4

3.0

3.9

+0.9 <0.001

P

* Based on a 4 pointratingscale from 1 = Of no importance to 4 = Very Important.

Table 9.5 reveals that musicians who had received a grant from the Council's
Music/Performing Arts Board thought it m u c h more important for the Board to provide
income support for music professionals than did those musicians w h o had never received
a Council grant (p < 0.001). O n the other hand those musicians w h o had never received a
grant thought it m u c h more important for the Boardtoinform the music community about
its role than did those w h o had received a grant (p <0.001). It is reasonable to assume
from these results that once informed about the role of the Performing Arts Board these
musicians would be more likely to apply for a grant. This is supported by the figures in
Tables 7.8 and 7.9, which showed that relatively small numbers of musicians had applied
to the Board for a grant, but of those w h o had, their success rate w a s quite good,
especially for other music professionals. Throsby and Mills (1989:28) also commented
on the relatively low rate of application to the Council for grants by musicians (19 per
cent). Lack of knowledge and understanding by musicians of the Board's general role
and funding procedures would therefore help to explain the importance non-recipients
placed on the Board informing the music community about its role.
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For organisations there were differences in perception about the importance of certain
Board functions according to the overall proportion of funding they received from the
Australia Council. Table 9.6 shows that there were substantial differences in perception
between organisations which received 50 per cent or more of their funding from the
Council and those which received 49 per cent or less on two items, protecting the

industrial and publication rights of musicians and promoting Australia's musical heritage

Table 9.6: Mean Priority Rating* by Type of Respondent for Items Which
Indicate a Significant Difference in Perception Between Organisations
According to Proportion of Funding Received From the Australia Council
Mean Mean

Item

J. protect the industrial and
publication rights of
musicians
Q. promote Australia's musical
heritage

Total
Organis
-ations
(N= 94)

Proportion of Funding
0%
1-49%
50-100%

3.3

3.5

3.5

2.8

3.4

3.2

3.2

4.0

* Based on a 4 point rating scale from 1 = Of no importance to 4 = Very Important.

Organisations which received less than 50 per cent of their funding from the Council
thought it more important for the Board to protect the industrial and publication rights
musicians and less important to promote Australia's musical heritage than organisations
which received at least 50 per cent of their funding from the Council (see Appendix 49,
Table 44).

There was also some difference in perception according to how long an organisation had
been in existence (refer to Appendix 50, Table 45). As might be expected (and as

indicated in Table 9.7), organisations which had been established for less than five year
thought it rather more important for the Performing Arts Board to provide managerial

advice to the music community, and promote Australia's musical heritage than
organisations which had been going for five or more years.

Table 9.7: Mean Priority Rating* by Type of Respondent for Items
Which Indicate a Significant Difference in Perception Between
Organisations According to Years of Establishment
Mean Mean

Item

Years of Establishment
Total
Organis-Up to 5
5-20
20 +
-ations
(N=94)

O. provide managerial advice to the
music community

3.2

3.7

3.1

2.9

Q. promote Australia's musical
heritage

3.4

3.9

3.2

3.1

* Based on a 4 point rating scale from 1 = Of no importance to 4 = Very Important.

It is to be assumed that younger organisations, especially newly established ones, are in
most need of management, promotional and related operational skills. The manager of
one such organisation commented on the multitude of consultants, concert promoters,
booking agents and music management companies and individuals that existed within

Australia but of the difficulty in either" being able to afford their much needed servic
getting their help because we have no track record. They want to help us but only if we
can show that we are already successful. Well, we wouldn't need them then would we?".
This seems to suggest that some music groups set up to promote and offer managerial
advice to musicians and music organisations give preference to established music
organisations. Clearly the Board is looked to by many young organisations as an
important available source of advice.

The Most Important Functions - Performing Arts Board

The Director of the Performing Arts Board was asked to rank in order of priority the 19
listed functions. H e considered the encouragement of diversity and innovation in music
as the top priority of the Board, closely followed by recognising and promoting talent in
all music forms, and enhancing the level of public support for music activity in Australian
society. Other highly rated functions were to enhance work opportunities for music
professionals, to monitor the impact of the Board's funding programs, and to promote
Australian music and music performance overseas. This list is not incompatible with the
priority list devised by survey respondents, individual musicians in particular, although
the number one priority nominated by the Board did not feature in the top three of either
musicians' or music organisations' perceived priorities for the Board.

The Board's Director considered the Board was attending to the principal priority of
encouraging diversity and innovation in music "at a very satisfactory level". H e also
maintained that music funding programs were being satisfactorily monitored and that the
promotion of Australian music and music performance was being achieved "at a m u c h
greater level by the Performing Arts Board than its predecessor". Examples he cited of
h o w this function was being achieved were the International Advocacy Program that
encourages overseas companies to assess performing arts offerings in Australia with a
view to including them in their touring programs, and improved opportunities for
organisations such as Musica Viva and Sounds Australian to promote Australian music
nationally and internationally.

The Director was also firm about the Board's role in equitably distributing its financi
sponsorship to individuals, groups and organisations. H e emphasised that the Board had
a responsibility to ensure that the process of communication to the music community
about its programs was equitable, that is, "the people w h o should k n o w that assistance is
available are provided with this knowledge". However, on the basis of "reward for

talent , there w a s an inevitable "unequal but just" distribution of its financial
sponsorship. It w a s also the Board's role to m a k e certain that an assessment of its
programs was conducted in a fair manner. It has become increasingly evident throughout
the analysis, however, that regardless of the basis for its policy of merit, the Board is not
seen to be performing its responsibility of equitable communication to the music
community in an effective way. Furthermore, a mismatch in perception between the
Board and the music community appears to exist in relation to the adequacy with which
the Board fulfils some of its functions. This mismatch is related in the main to inadequate
funding for music having to be spread thinly by the Board across a diversity of activities,
individuals and groups. Although shifts in emphasis have occurred in the distribution of
this funding, the balance as it would appear to be perceived by m a n y in the music
community, still awards preference to elite interests.

The Most Important Functions - Interview Participants

Most of those involved in follow up interviews regarded the functions nominated as most
important by musicians and organisations as essentially "non-controversial and an
understandably introspective reaction to a less than satisfactory situation". They
recognised that priorities listed by musicians and organisations were basically about
securing morefinancialsupport. The interviewees generally agreed with this role, stating
that the principal function of the Board should be to lobby government and other possible
sources of funds without which it would not be able to fulfil its m a n y other functions. It
was for this reason they awarded top priority to the item concerned with representing the
needs of the music community to government They acknowledged the importance of the
elite/non-elite relationship and considered it crucial that this representation include artists
directly involved in the creative process w h o are in a position to express most accurately
musicians' w o r k conditions and needs. Interviewees were of the opinion that
encouragement and innovation roles should be secondary to that of representing the needs
of the music community to government, as well as to any other functions that did not
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directly aim to enhance work opportunities for music professionals. (The Director of the
Performing Arts Board's reaction to this perception w a s that the role of representing the
needs of the music community to government was essentially a tripartite one that should
involve the Australia Council, the music industry - which includes musicians,
organisations, as well as the public, as an integrated network. H e maintained that
improved funding for music would not occur while musicians and music organisations
considered this to be a role for the Board alone).

Most of the interviewees thought the Board was attempting to perform too many
functions. They believed it to be outside the scope and ability of the Board to attend to
large roles such as education and promotion, and viewed its most effective contribution to
be as a lobby group for the arts (though according to interview participants the Board had
not proven itself as a particularly powerful lobby group to date). They regarded the
school education system, which has the arts as part of its general curriculum
responsibility, to be better equipped than the Board to educate the public about music
activities. But while they conceded that "attitude formation begins at school" they also
claimed that the Board could do more to "broaden people's attitudes to music" and
contribute to the development of a more favourable cultural climate which might in turn
enhance indirectly the level of public support for music activity in Australia. A s far as
promoting Australian music and music performance overseas, the interviewees thought
that organisations could attend to this function more effectively than the Board if funding
was m a d e available to music organisations specifically for this purpose. This would they
claimed, allow the Board to focus more on the important area of enhancing cultural
awareness and general support for the arts.

7«e Least Important Functions

A s indicated in Table 9.4 both musicians and organisations agreed that the least important
priority for the Performing Arts Board was the provision of leadership on social issues
relating to music.

Most of the interviewees agreed with this stance and stated that it was up to the majo
organisations to act as "ideas leaders", and for practitioners to respond to social issues
relating to music. They did, however, refer to the valuable work the Board had carried
out through its Art and Working Life and Youth Arts projects and through its provision
of opportunities aimed at developing its Arts for a Multi-cultural Australia policy. Most
notable of these projects was the collection and recording of work songs (Art and
Working Life), artists in residence and youth orchestra activities (Youth Arts), and the
m a n y ethnic and multi-cultural music grants to musicians, as well as the establishment of
ethnic music and arts centres (Arts for a Multi-cultural Australia).

Difference Between Effectiveness and Importance of Performing Arts
B o a r d Functions

Some very significant differences emerged in the perception of musicians and
organisations about h o w well the Performing Arts Board performed certain specified
functions and the priority awarded by respondents to these functions. These differences
were more pronounced for musicians than for organisations, due in part to the lower
ratings by musicians of the Board's effectiveness (this occurred in 14 of the 19 listed
items, with 10 of the 19 functions given a higher level of priority).

While there was some difference in opinion between musicians and organisations about
which items were of most concern to them, there were also areas of congruence. For
example both groups identified items concerned with securing business and industry
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support for music and educating the public about music activities as two areas in which
the Board w a s most ineffective, and both agreed that these functions should be awarded
more priority.

Patterns of Difference for Organisations

The most significant difference of opinion between effectiveness and importance as seen
by organisations related to the equitable distribution of financial sponsorship to
individuals, groups and organisations, and securing business and industry support for
music (Table 9.8, p < 0.001). The Performing Arts Board was not considered to be
performing these functions very well, especially that of securing business and industry
support for music, which organisations awarded the lowest mean effectiveness rating.

At the same time organisations considered both of these functions, as well as represent
the needs of the music community to government, as the most important roles of the
Performing Arts Board. Other significant differences of opinion occurred in relation to
educating the public about music activities in general, representing the needs of the music
community to government and recognising and promoting talent in all music forms (p <
0.001). In other words, functions that in the case of organisations as an identified elite
group, intend to broaden their support base from a m o n g the non-elite, and generally aim
to broaden support for music activity as a whole. Again these functions were not
perceived by organisations to be performed effectively by the Board yet were considered
very important roles for the Board to achieve.

There was less discord between perceived effectiveness and importance, albeit still
significant in the provision of income support for music professionals, and encouraging
diversity and innovation in music (p < 0.001). It has become obvious from the survey
results that m a n y organisations share a c o m m o n constraint of insufficient funds. The
agenda for most music organisations is performance oriented which is a costly exercise
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and one that box office receipts alone do not always adequately m e e t Organisations often
require support from other sources (business, industry and government) and this explains
to s o m e extent w h y organisations considered the securing of greater funding for the arts
as one of the essential roles of the Board. The Board acknowledged that it had not given a
sufficiently high priority to the issue of equitable distribution offinancialsponsorship and
claimed this would receive more prominent priority in the immediate future.

Patterns of Difference for Musicians

The most significant difference in the perception of musicians between Board
effectiveness and importance occurred for those items concerned with enhancing work
opportunities for music professionals, and educating the public about music activities in
general (Table 10.8,/? < 0.001). Musicians did not perceive the Board to be performing
these two functions very well although both items received the highest overall priority
rating. T h e next largest difference occurred in relation to securing business and industry
support for music, and informing the music community about its role (p < 0.001). Like
organisations, individual musicians also sought to improve the support for music activity
as a whole and particularly to improve the support for musicians, m a n y of w h o m were
apparently perceived by survey respondents and interview participants to be part of the
non-elite.

A smaller but still significant difference in perception was observed in relation to the
roles of providing income support for music professionals, encouraging diversity and
innovation in music, balancing the needs of the music community with those of other
performing arts, and promoting Australia's musical heritage (p < 0.001).

Many musicians, like many music organisations, experience serious restrictions in their
work. For the majority of musicians these relatefirstand foremost to their inability to
work full-time in their main music activity (which is largely because there are insufficient
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earnings to be m a d e as a full-time musician). The results suggest that musicians perceive
the Board as one avenue of support wherebyfinancialrestrictions might be reduced, if
only by a small amount and for a limited time. They also consider it very important for
the Board to seek increased financial support for music in the wider community (from
business, industry and government). This need for improved financial support is coupled
with musicians' desire for the Board to raise the public awareness of music activities so
that a more informed public might develop increased interest in attending music
performances and become active participants in music making.

Summary of Survey and Related Interview Results and Reference to the
Theoretical F r a m e w o r k

The purpose of the survey was threefold: to determine music organisations' and
individual musicians' views about the role of the Australia Council and other groups in
influencing the musical preferences of the general public, to evaluate the effectiveness
with which the music community perceived the Council's Performing Arts Board to be
fulfilling its functions, and to determine which of the various Board functions the music
community considered to be most important The three intentions were measured against
the evaluative criteria of public responsibility, political inclusiveness, and policy
adaptability as proposed in the theory of elite distemper.

In relation to the first intention, the results indicated that there was no significant
difference between musicians and organisations in their perceptions about the level of
influence certain groups have in shaping the musical preferences of the general public.
The first hypothesis w a s therefore confirmed. Groups that were perceived to have the
most influence at present were commercial radio, commercial recording companies and
commercialtelevision.For survey respondents, therefore, these commercial groups could
be seen to represent a strategic elite because of their scope and impact. T h e group
perceived by organisations to have the least influence w a s Australian based music

publishers, while for musicians primary schools, national music associations and State
governments and authorities received equal ranking for least influence.

There was no significant difference between musicians and organisations in their
perceptions of which groups should have the most influence. The second hypothesis too
was therefore confirmed. It was agreed that A B C and community radio, A B C and S B S
television, and primary and secondary schools should be the most influential, while
commercial radio and commercialtelevisionwere nominated as groups that should have
least influence, although organisations also included private music teachers in this
category.

The most significant difference in perception was found to occur between the level of
influence certain groups have at present and the level of influence they should have. For
both musicians and organisations the most significant difference was between the present
and expected level of influence enjoyed by primary and secondary schools. They
perceived that these groups should have far more influence in shaping the musical
preferences of the general public than they presently do because of their ability, in the
words of Stone, to support the notion of public responsibility. The reverse was
suggested for commercial radio, which was perceived to have more influence at present
than it should have. Commercial radio was seen to govern on behalf of factional interests,
in this case on behalf of particular populist music forms such as rock and pop, whereas
A B C and community radio andtelevisionalong with schools were, in the opinion of
survey respondents, in the best position to offer the widest collection of views and so
represent the interests of all music forms more ably, in other words to function more
according to the dimension of political inclusiveness. In relation to the Australia Council
and the Performing Arts Board, although organisations perceived the Council and its
Board to have more influence at present than musicians perceived them to have, both
were of the opinion that they should have increased influence.

A s a result the initial propositions which asserted that there would be no significant
difference between the level of influence groups have at present in shaping the musical
preferences of the public, and the level of influence they should have as perceived by
musicians Oiypothesis three) and organisations (hypothesis four) were rejected.

In relation to the second survey question the results showed that both musicians and
organisations perceived the Performing Arts Board to performing most of the 19 listed
areas in the range - quite effective to not very effective, but that the Board was quite
effective in one area, encouraging diversity and innovation in music. This confirmed the
initial hypothesis that there would be no significant difference between organisations and
musicians in their perception of the effectiveness of the Performing Arts Board.

Musicians perceived the Board to be least effective in informing the music community
about its role, whilst organisations perceived it to be least effective in securing business
and industry support Both groups also agreed that the Board did not provide adequate
leadership on social issues relating to music. Overall the Performing Arts Board could be
seen to be displaying s o m e disorders of elite conduct Survey respondents' perceptions
tended to indicate that the Board was not sufficiently meeting the demands of the music
community as a whole, and that the Board exhibited patterns of behaviour that appeared
tofitmore with the characteristics of oligarchy, factionalism and rigidity than those of
responsibility, inclusiveness and adaptablity. This w a s indicated particularly in
interviewees' perceptions that m a n y of the Board's functions were either not k n o w n to
the music community at all, or not being achieved at a noticeable level within the music
community; and that the Board's policy of support appeared to meet the needs
(principally) of organisations and (a number of) individual musicians working in
traditionalist music forms rather than organisations and musicians as a whole.

In relation to the third and final survey question, the results showed no significant
difference between musicians and organisations in their perception of the role and
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priorities of the Performing Arts Board, thus confirming the initial hypothesis. In other
words organisations and musicians could be seen to share similar perceptions about the
Board's role in terms of the importance of participation in and representativeness of
decision making, and responsiveness to changing social conditions.

Almost all the listed functions were perceived by musicians and organisations to be very
important priority areas for the Performing Arts Board. Organisations specifically
perceived the equitable distribution offinancialsponsorship to individuals, groups and
organisations and representing the needs of the music community to government as high
priority areas, while musicians gave the highest rating to promoting Australian music and
music performance overseas. Both organisations and musicians therefore positioned
functions that could in their opinion broaden the support base for music activity as a
whole as most important. They specifically looked to the Board as part of the proximate
decision making group and power elite to represent their needs to government Individual
musicians and smaller music organisations (who could be interpreted as representing the
relatively fragmented non-elite) also acknowledged the importance of them developing a
closer working relationship with established music organisations (that is the designated
elite)toimprove public policy as it relates to support for music art forms and activities as
a whole in Australia.

There were some very significant differences for both musicians and organisations in
their perceptions of h o w well the Performing Arts Board performed certain functions and
the importance they awarded these functions. For musicians the largest discrepancy
between perceived effectiveness and importance w a s in relation to the Board's roles of
enhancing work opportunities for music professionals and educating the public about
music activities; for organisations it w a s the equitable distribution of financial
sponsorship and securing business and industry support for music. For both
organisations and musicians therefore, the Board could be seen to be functioning less
than effectively in m a n y areas. Although there w a s s o m e recognition that a shift of
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emphasis from traditionalist to populist music forms had occurred in the Board's
provision of support as an attempt to more adequately represent and support the music
community as a whole, the overall perception appeared to date the Board had not
responded sufficiently to changing social conditions. It would appear therefore that the
Board's behaviour reflected some disorders of elite conduct mainly in the form of
rigidity, which to a certain extent protected special privilege and factional advantage. The
latter was exemplified in commentary by survey respondents and interviewees about (for
example) Board funding patterns which implied the same overall groups received
financial support from one year to the next, and the system of Board peer review which
acted to consolidate the interests of certain music forms.

The survey results were complemented by comments from key personnel within several
music organisations in Australia. Very little discrepancy in perception was evident
between survey participants and interviewees in relation to the three survey items.
Interview participants also expressed specific concern about what they perceived to be the
inadequate financial returns available for m a n y professional practising musicians in
Australia and the overall need for broader, increased long term support for all music
forms. They, like the survey participants perceived the Board's principal role (via the
Council) to be that of lobbying the government on behalf of the music community for
greater levels of support. Coupled with this role was that of evaluating and monitoring its
distribution of support in order to ensure that quality and excellence are developed in all
music forms, that is to ensure that the democratic values of responsibility, inclusiveness
and adaptability are part of Performing Arts Board functioning so that the Board more
effectively meets the needs of both the elite and non-elite.

Other Key Issues Discussed With Interview Participants and the Board

A number of further key issues identified in chapters three and four of the study th
emerged in the development and role of the Australia Council and the Performing Arts

Board were also discussed with interview participants and Board personnel. The purpose
of this discussion was to complement literature and survey data already gathered about
the Council, and particularly the role and effectiveness of its Performing Arts Board, and
to comprehensively examine all views of all stakeholders. The key issues discussed
included the Council and Performing Arts Board's interpretation of excellence, the
Board's funding patterns and choices m a d e in the distribution of music support, and
perceived achievements of the Board. Finally interview participants were asked to
comment on what they perceived to be the future needs of the music community and the
Board's role in meeting these.

Interpretation of Excellence

All of the interviewees essentially equated excellence with the receipt (and amount) of
funding support from the Board. Most however had difficulty judging h o w the Board
interpreted excellence. S o m e were of the opinion that according to their experience with
the Board, excellence appeared to be directly related to an organisation's ability tofillout
an application for funding, or dependent on h o w well an organisation met "a
bureaucratically predetermined formula for success, which was not necessarily equated
with success at the box office or with an audience". The director of one organisation
(which received only a very small proportion of its annual funding from the Board),
claimed that in his opinion excellence w a s not interpreted in terms of achievements
because "as one of the most travelled arts companies overseas and nationally that more
than meets the Board's criteria for including Australian repertoire in performances, and
generally fulfils all of the Board's objectives very well, [they] receive very little reward or
support from the Board for their achievements".

Others claimed the Board's music committees had ultimate control of how excellence was
interpreted through their funding decisions, and the taste of committee m e m b e r s
essentially determined what was and was not supported. They claimed that as a result of

committee turnover, the notion of what was excellent was ever changing. Several
interviewees disagreed and claimed instead that excellence was "more or less fixed and
tied to a single issue, a proven track record". They maintained that the Board "was in the
habit of only backing winners with a proven track record and did not really support 'no
name' organisations ".

Still others viewed excellence as corresponding directly to overseas reaction to an
organisation's work, and were of the opinion that the Board equated excellence with
success as determined by overseas recognition. In the words of one," Australians and the
Board still suffer from the affliction of, you haven't really m a d e it until you've m a d e it
overseas. Australian audience reaction does not count for nearly as m u c h as overseas
acclaim".

Finally, a small number of interviewees were of the opinion that the Board's
interpretation of excellence w a s associated not so m u c h with an organisation's
achievement(s), track record or overseas recognition as with its lack of such
achievements. They claimed that the Board was "in a w a y only backing losers, groups
which are not popular, and which don't return successful box office results because they
essentially catertominority tastes". O n e of the interview participants claimed that "those
w h o are able to survive in the market place don't have to go to the Council for support,
but at the same time probably k n o w that their chances of getting support from the Council
are minimal because of their ability to m a k e it". H e perceived this situation as "most
unfair, and it also sent negative messages to the music community by equating
commercially viable and popular with the notion of being less than excellent, and esoteric
music with excellence". H e viewed the role that the Council and the Board had adopted as
"one of providing social security and welfare for the arts, and which although
occasionally a necessary social/cultural service, had to be eventually removed". In his
opinion, if an organisation "is really good, and offers a quality product to the general
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public, it will eventually m a k e it without any assistance from bodies like the Council, that
is, if they are truly excellent".

The Director of the Performing Arts Board was also asked for his reaction to
interviewees' perceptions of what they understood to be the Board's interpretation of
excellence. H e chose to respond by reiterating that the Board interpreted excellence in
terms of context stating that what was considered excellent in one form of music or even
one location (city or town) would not necessarily be regarded as excellent in another form
of music or place. In this sense, excellence entailed being selective, it was not an
absolute, which might account for s o m e of the c o m m e n t s from interviewees.
Furthermore, he claimed that this interpretation meant there were "no real winners or
losers just shifts in w h o wins and loses at different times". Even so the opinion of
interviewees (given above) would seem to suggest some general dissatisfaction with the
shifts in emphasis that have occurred in the Board's provision of support for music, and
a call for the Board to re-examine its policy objectives and associated criteria for support
especially given that competition between music activities for scarce resources is likely to
increase.

Interviewee responses about the Board's interpretation of excellence were in the main
closely linked to choices the Board had m a d e in the distribution of its funds. A s a result
participants were asked to c o m m e n t further on the Board's funding arrangements and in
particular what they considered to be the major changes (if any) in its funding patterns
since the 1970s, their reactions to these, and also w h y these changes might have
occurred.

Performing Arts Board Funding Patterns

The majority view was that a less than favourable change had occurred in the distributio
of Board funds away from the long established major performing arts organisations to
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fringe groups that enjoyed a limited life span. Overall little substantial change was
perceived to have occurred in the emphasis given to traditionalist and populist music
forms with populist music still receiving a minority of available Board support.

Most of the interviewees asserted that the most obvious major change in the Board's
funding arrangements since the 1970s had been the gradual diminution in the proportion
of financial support m a d e available to major performing arts organisations. The amount
of reported decrease varied from one organisation to the next and in some cases support
had been removed altogether. At the same time interviewees commented that m a n y of the
major performing arts organisations had become subject to "a more intrusive Board that
has attempted to exert greater control over programming content and general company
maintenance which besides being unwarranted, because the company k n o w s these
aspects of its running better than any Board, also lies outside the Board's role and
responsibihty".

Interviewees further expressed their concern about a substantial proportion of funds
being "taken away" from the major performing arts organisations and being distributed to
"fringe activity groups the likes of which regularly appear and disappear from the
performing arts arena". They recognised that although
these groups [were] sometimes involved in some interesting
things and [gave] young talented people a chance to work in
their profession, the problem [was] that their life span [was]
limited by the type of activity they [were] involved in and by
their reliance on the Board as their chief source of income.
They [were] also taking funds away from large established
organisations, and essentially depriving them of the ability to
employ and program as well as they could.
While interviewees expressed concern about the Board's re-direction of funding to what
they described as fringe activities, none of them considered that there had been any major
change in direction of funding to more populist music forms. This w a s despite the
Board's claims that contemporary music forms were being awarded increased support, in
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particular contemporary jazz and contemporary Australian composition. It would appear
therefore that although the Australia Council's policy has broadened considerably since
the 1970s to encompass egalitarian notions, the results of this in terms of a more balanced
distribution of support for populist music forms does not appear to be obvious to the
music community.

According to the Director of the Board the most significant recent development in the
Board's funding arrangements was the opportunity for individual musicians to apply to
the Board for funding. H e pointed out that 20 years ago this would not have been
possible whereas n o w individuals could apply for and receive assistance for professional
development touring projects, recording and composition work. H e stated that this was
particularly significant intightof the fact that the Performing Arts Board was "the only
port of call for some musicians w h o are often seen by some State governments as not
being able to be accountable and therefore not eligible for assistance". Individual
musicians w h o applied for and received such assistance represented in the main,
composers and performers working in traditionalist music forms.

Perceived Achievements of the Performing Arts Board

All interview participants agreed that the Board had supplied an important support rol
m a n y musicians and organisations in the music community, although principally this role
was a short-term one for m a n y groups. Particular mention was m a d e of three substantial
achievements. First, the establishment (with Board funds) of Sounds Australian, which
has in turn been responsible for the commissioning and dissemination of Australian
works and also continues to act as an important music reference centre. Second, the
nurturing of the Australian Opera and the orchestras that support the Australian Opera;
and third, the composer fellowships. Several interviewees could not recall any specific
accomplishments of the Board and stated that this was due to the Board's inadequate
attempts to advertise and promote its role and objectives to its clients.

Perceived Future Needs of the Music Community

In light of the above comments, interview participants were asked to outline what they
perceived to be the major needs of the music community that the Performing Arts Board
should be responding to in the 1990s. These included: the need for the Council and
Board to work towards a m i n i m u m wage for professional musicians; to consider
removing some of the large established performing arts companies from the Board and
have them establish a direct line of funding with the Government; to support n e w work
through all stages of its development, namely commissioning, recording, publishing and
promotion, rather than only segments of its development; and to broaden support to
include the development of contemporary rock and popular music. All the proposals for
action require some re-direction of current funding patterns and/or increased funding
being m a d e available to the Council to distribute to the music community via its Board's.
Essentially interviewees claimed that the Australia Council needed to lobby government
more successfully in order to ensure that it received a "larger share of the arts cake to
cope with the burgeoning arts industry".

All agreed that one of the major areas that needed immediate attention was "the sit
currently endured by m a n y professional musicians - orchestral in particular, of having to
live on less than a basic wage". They claimed that:
musicians, especially those held up by the Board as
examples of artistic excellence, have a right to at least a
m i n i m u m wage, and the Council needs to lobby the
government more effectively so that increased funds means
mis becomes a reality. U p to n o w the Council has paid little
more than lip service to the fact that if it is going to have a
healthy music industry it must be prepared to give its
musicians a proper liveable wage in order that they can
concentrate on their music and not have to subsidise their
income in some other often non music way.
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A number of interviewees were of the opinion that several large established performing
arts organisations, ones that "exert a real influence in the cultural development of the
country", should be given direct line funding in the same w a y as the Australian Opera,
"to ensure their artistic andfinancialviability". They claimed that it was "appropriate for
companies to grow up and m o v e away from the Council and establish a direct line with
the government". They cited the example of the Australian film industry which was
initially nurtured by the Film and Television Board of the Council but which also "moved
away and grew up to establish the Film Finance Corporation, the Film Commission and
together the Film School". According to the interviewees there were presently several
performing arts companies in Australia that were "beyond the type of control and support
the Council could offer them and which like the Australian Opera should be let go".
Implicit within this recommendation is recognition that Federal Government allocations to
the Council have not increased in real terms since the 1970s, and that with continuing
growth occurring in the number of musicians and music organisations placing demands
on a relatively static level of available Board funding the "slice of the music cake has to be
spread even more thinly". T h e Board's sense of obligation to patterns of assistance
established in the 1960s has also meant that the Board has found it increasingly difficult
to achieve balance in the distribution of its support Although interviewees were aware of
the fact that the removal of large established music organisations from the Council to the
Government did not necessarily equate to more money being m a d e available for all other
music forms, they were of the opinion that "at least these centres of excellence will be
looked after".

Other areas singled out for increased future Board attention were music recording,
publishing and the promotion of Australian music overseas. It was considered vital to the
development of Australian music that more support be m a d e available to promote
Australian music overseas, and that part of this should include support for the recording
and publishing of n e w works, both of which were perceived to "build an Australian
musical heritage". For example, one interviewee spoke of the need to " have records of
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the music being m a d e in the 1990s so that w e will have a library for the future", while
others spoke of the need to "record contemporary Australian music so that it can be more
widely disseminated nationally and internationally". Both pubUshing and recording had in
the words of one, "suffered recent disappointments with the Performing Arts Board
funding only one sixth of all recording applications, and publishers w h o attempted to
promote Australian composed music receiving no assistance from the Board despite
continual requests for support". Interviewees once again commented on the need for the
Board to commit itselftothe entire creative process from commissioning a composition to
the recording, publishing and promotion of that composition. This need w a s further
compounded by the fact that Australia was so isolated from other music centres in Europe
and the United States, which meant that initial contact with "new Australian music was
often only m a d e possible through a recording or a printed copy of the work". A s
commented on in chapterfive,the broad area of the arts representing a source of national
pride and contributing to national understanding and Australia's artistic heritage was also
identified by the general public as justification for government support for the arts.

The manager of a contemporary music organisation who dealt with musicians from the
rock, folk, country as well as jazz music areas claimed that to date very little Board
support and promotion of rock and popular music had been offered. She claimed that this
support and promotion should be extended to include representation from the
contemporary music sphere on the Board's music committees, and overseas music
promotion being extended to include a cultural exchange program of assistance and
export market development grants for contemporary music. In this w a y m a n y rock
musicians' professional opportunities would be improved as it was this group w h o had
the least number of avenues of support available to them, for example, music
organisations did not commission them to write works and very few had commercial
contracts. She viewed the present Board structure therefore as essentially being
representative of elite factional interests and one that principally fostered the development
of traditional music and excluded from its support structure the largest music form in
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terms of the number associated with it. These 60,000 or so rock musicians were (it was
claimed) entitled to the same advantages as other musicians including a share in the
available resources of a funding body such as the Australia Council and the Performing
Arts Board.

Discussions with interview participants seemed to suggest that the Council was the only
available avenue of support for m a n y musicians and some music organisations working
in the music community in Australia. Besides those already mentioned, this group
included composers first and foremost, closely followed by small music organisations,
contemporary ensembles which rarely survive on box office results, jazz musicians, and
m a n y of the multi-cultural music activities.

It was understood that the finite amount of funding available to the Board meant that
s o m e music forms did not receive the amount of support they expected, but all
interviewees reiterated what they considered to be the principal role of the Council,
namely to focus its attention on "gaining the largest possible basket of funds for the arts
in the hope that the diversity of music forms that currently exist in Australia continue, and
hopefully continue in better shape than they are in today".

Coupled with a need to attend to this priority area was the recognition by interviewees
that the Board w a s currently attempting to fulfil too m a n y functions. They essentially
presented two choices to the Board, namely, it could reduce its range of support to "one
or two quality areas and associated organisations in order to develop standards and
achieve excellence, or it could adopt a broader supportive role and provide a smattering of
support to m a n y different music forms and purposes". In other words they proposed that
the Board either focus on the promotion of excellence in selected music activities, or on
widening opportunities for more persons to participate in music activities, but not on both
as is currently Council policy. This would seem to suggest that interview participants did
not perceive the Board to be attending to either function particularly effectively within the

current climate of limited resources. Whatever choice was decided upon by the Board, all
interviewees maintained that underlying both proposals was the significance of fostering
creativity in music.

Performing Arts Board personnel chose to respond to the list of future needs by singl
out those they perceived the Board could do something about, and ones that it was
already attending to but could improve on. These included the need to improve
opportunities in the recording of Australian works, a priority that the Board would be
responding to more completely in the 1990s. The Director referred to the International
Advocacy Program as one of the central measures whereby both live and recorded
Australian performance would benefit from increased audiences abroad. Another priority
the Director claimed would be reflected in future funding choices was increased support
for Australian contemporary jazz and Australian contemporary music in general, music
described by the Director as, "being at the cutting edge, and so needs help because w e are
essentially the only available source for these people".

A Concluding Note

In conclusion it would appear that improved communication between the Board and the
music community is required about a range of issues. For example, the variety of
meanings interviewees attached to the Board's perceived interpretation of excellence
seems to suggest that a substantial proportion of the music community do not have a clear
understanding of what the Board means by excellence, and that the concept is generally
equated with the amount of funding an organisation or individual secures from the Board.
While discontent was expressed about the perceived gradual shift in distribution of Board
support since the 1970s away from well established performing arts organisations to
limited life fringe groups, overall concern was not so m u c h with certain music forms
receiving more or less support than with the need for the Board to avail itself of increased
funding to cope with the growing diversity of music forms in a rapidly developing

industry. This reinforces not only the need for greater communication between the Board
and its music community to identify perceived areas of need, but also reinforces the
interdependent relationship that exists between musicians, music organisations, the Board
and the general public and the need for all these groups to work together toward meeting
these needs.

344

Chapter Ten

Summary, Conclusions and Implications for Action
Summary: The Main Issues Revisited

Government Support for the Arts in Australia

The broad aims of Government support for the arts in Australia since the 1970s have bee
excellence and participation. While differences exist between the two major political
parties on h o w to achieve these, there is general bi-partisan agreement that these should
constitute the broad aims of support

The dilemma associated with an arts agency (like the Australia Council) attempting to
achieve both excellence and participation simultaneously became intensely problematic in
Australia in the mid 1970s although it had its beginnings as early as the 1950s and
continues into the 1990s. Funding judgements prior to the 1950s were based on an
interpretation of excellence that designated some art forms more worthy of support than
others, for example opera and classical orchestral music. Although the concept of
excellence is a difficult one to broaden for it contains inherent notions of worth (which
involve firstly identifying people w h o are widely accepted as highly skilled in their art
form, and secondly convincing the community at large that the art form is of value to the
community), the Government broadened its policy of support in the 1970s to include a
greater diversity of art forms and activities. T h e past 20 years has seen unprecedented
growth in the number of excellent art form producers in Australia, as well as an increase
in community support for the arts. However, this has not been matched by comparable
growth in government budgets to service the expanded artsfield.The increased choices
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facing government in the 1990s have therefore assumed a significance that did not exist
prior to the 1970s.

How the Government Discharged its Role: 1908 -1974

Very modest Commonwealth support for the arts commenced in 1908 with the
establishment of the Commonwealth Literary Fund, while support for music began with
the Australian Broadcasting Commission in 1932. The post World W a r II period
witnessed a transformation in the size and composition of Australia's population
(contributed to by its immigration policy). Changes also occurred in the occupational
structure of the labour force, with an expansion in professional, technical and
clerical/administrative occupations and accompanying developments in education
including increased retention rates at school beyond the m i n i m u m leaving age. Overall,
people experienced an increase in available leisure time and an improvement in their
standard of living. Theriseof the middle occupational group of better educated people
w h o demonstrated a growing consciousness of the arts, also saw the emergence of
political recognition for the arts through federal funding initiatives.

In 1954 the Australian Elizabethan Theatre Trust was formed and became the first 'defacto' government agency to promote the arts and seek assistance from all available
sources, including the Commonwealth Government This role was formally taken over
by the Federal Government in 1968, albeit principally in the performing arts area, when it
established the Australian Council for the Arts, leaving the Theatre Trust mainly to
continue its entrepreneurial and company functions. The arts in Australia, which were
initially developed by voluntary effort and were essentially an elite minority interest up
until the late 1960s, n o w stimulated broad enough community interest and media debate
to have political impact, so that the arts featured in the party platform of both major
political parties in 1972. T h e election of the Whitlam Government witnessed the first
moves not only to unite responsibility for the arts in a single organisation but also to give
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effect to the development of an arts charter for the future. A n arts council to become
k n o w n as the Australia Council was formed in 1973, and was awarded an allocation of
funds almost double that received in its previous year.

The Australia Council, 1975 -1991

The Australia Council was established as a statutory authority in 1975 to formulate and
carry out policies aimed at raising the standard of the arts in Australia and as a means of
enabling and encouraging more Australians to become involved. A s the Federal
Government's arts support agency it w a s to receive from the Government an
appropriation of funds to disburse to organisations and individuals on the basis of general
statutory guidelines, with specific decisions about grants to be recommended by expert
advisory panels.

The Council's charter of 1975 represented the first move away from the interpretation of
excellence which had operated in Australia up to that time, namely the inherent superiority
of certain (essentially traditionalist) art forms, to include more diverse and popular art
forms and activities. Fundamental to the objectives of the Council were the principles of
excellence, equity, access and participation. The Labor Government's generosity towards
the arts during the 1970s generated m u c h activity at all levels including individual,
community and business as all received funding. It was also a period of tolerance of
experimentation in the performing arts, particularly theatre, with innovative and
sometimes controversial activities receiving official recognition and support in the form of
substantial grants (for example, the innovatory Twelfth Night Theatre in Brisbane). At the
same time traditionalist art producers (for example the national and State opera
companies) were not alienated from the funding distribution. It was generally a period of
rapid growth and democratic spirit that generated considerable praise from the arts
community as well as criticism and debate.
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The early to mid 1970s were also a chaotic period as recognised later by the Australia
Council, in that spending had increased at a faster pace than both the Council's
administrative machinery and expertise could efficiently direct it (Australia Council
Annual Report 1976/77:12). There also appeared to be an absence of forward planning
and no clear conception of future directions. Whereas other countries had conducted
inquiries into what their arrangements for Government arts support were to be (for
example, Canada's Royal Commission on National Development in the Arts, Letters and
Sciences (1951) ), Australia's funding arrangements had emerged from prior
circumstances rather than deliberate planning. The n e w Council structure, for example,
was largely inherited from the earlier system of advisory Boards. Although Prime
Minister Whitlam appointed to the Council and its Boards what he described as "the
cultural galaxy of the time" (Whitlam 1985:599), fundamentally they were an organised
group of experts w h o represented the traditionalist (music) art forms and were prone to
express their personal preferences in funding decisions. This articulate and influential
group ensured a continuation of established views, interests and practices in favour of the
high arts in the n a m e of promoting excellence, and did little to establish a public support
policy for the broadening range of accepted (populist) art forms in Australian society.
Furthermore, they appear to have assumed that the high arts needed protection from the
pressures of the market place while populist art forms were more likely to be
commercially viable.

Government spending which had increased so dramatically in the early 1970s fell sharpl
in real terms after the Whitlam celebration of reform and expansionism crumbled, and the
Fraser era of austerity w a s ushered in. The Council n o w expressed concern about
"financial restrictions [that were] beginning to have a serious effect on the state of the arts
in Australia" (Australia Council Annual Report 1975/76:11); and which it claimed were
"complicated by the transfer to Council of responsibility for activities formerly carried out
elsewhere" (Australia Council Annual Report 1976/77:12). It blamed the Fraser
Government for not being able to fulfil its expanding role given its reduced budget
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appropriations, and for having to curtail initiatives commenced in the early 1970s (for
example the Music Board's instrument purchase program). T o some extent the funding
cutbacks were also used by the Council to explain to the community its policy of
concentration of subsidy in some art forms and activities according to its objective of
fostering and promoting excellence. It further explained its funding preference direction in
terms of an obligation to sustain patterns of assistance established m a n y years earlier
despite its commitment to achieve excellence in the broadest possible way.

During the Australia Council's seventeen year history, most of the controversy that has
raged over why, what and h o w it functions has been directed towards its level of funding
and the w a y in which these funds have been distributed. Almost all the reviews and
inquiries that have been conducted into Council operations since the mid 1970s feature the
general issue of cultural equity, that is what is seen as fair and reasonable in the
distribution of arts support, and call for the Council to address the perceived imbalance in
its distribution process.

Conclusions

The amount of artistic creation that is and can be produced in Australia will always be
more than can be financed, and given these circumstances clear criteria need to be
established for the distribution of support for the arts. Increased claims on public subsidy
since the 1970s has meant that the Australia Council has had to m a k e some hard choices
and establish support priorities because there has not been enough m o n e y to share
around. Furthermore, the Australia Council Act expresses a dual policy of excellence and
participation, and while the concurrent achievement of these two goals m a y not be
impossible, there is an inherent tension between them. Even a substantial increase in total
arts funding would not achieve complete community agreement about its distribution,
although there has been a more concerted push over the past decade for a more openly
discussed and equitable balance to be achieved between the competing interests.
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The Australia Council has numerous stakeholders including not only a diversity of artists
and arts organisations, but also the general public, the Federal Government, State and
local governments, and the corporate sector. The criteria these stakeholders use to
measure the performance of the Council are not necessarily congruent and the strategies
formulated by the Council to deal with these criteria m a y also be different depending on
the perceived importance of the stakeholder to the Council. For example, the Australia
Council cannot go against the wishes of Government since it is accountable to
Government for its funding entitlements, and although Government cannot intervene
directly in arts activities it can influence the Council in its decision to support or not
support particular projects. The same is true for musicians and music organisations, but
just as the Council should not necessarily comply with every wish of Government, nor
should it totally comply with musicians' requests. Situations such as these sometimes
imply a conflict of responsibilities for the Council and the implementation of 'unpopular'
measures whereby the Council attempts to manage this balancing act as effectively as
possible.

The focus of this study is on the performance, both real and perceived, of the Council's
Performing Arts Board against the criteria used by musicians and music organisations. A s
pointed out in chapter four, the Council has found it increasingly difficult since the 1970s
to justify the disproportionate amount of funds it has distributed to s o m e of its
traditionalist art form clients, and the promotion of excellence associated with some art
forms at the expense of participation in and access to a diversity of populist art forms. It
would appear that the Performing Arts Board has identified traditionalist music art form
producers (and consumers) as the key stakeholders in terms of the proposed course of
action it has taken in the distribution of funds, and they in turn have represented a group
that have, until recently at least, been fairly supportive of Board action. Populist
producers and consumers have generally not enjoyed the same relationship of support
with the Board, and the Board has perceived them to be a less important stakeholder
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group. M a n y populist producers have in turn generally opposed the Board's course of
action, but being a relatively disparate group they have not posed enough of a threat to the
Board to change its action in any substantial way. Populists w h o have mobilised their
efforts of opposition (for example in relation to some jazz activities) have been rewarded
by sharing albeit rather modestly, in the Board's distribution of funds. However,
dissatisfaction with the Board's distribution of support is no longer confined to the
populists. Both traditionalists and populists n o w perceive the Board not to be coping
effectively with their respective and rather diverse interests and needs.

This dissatisfaction by the music community with the way in which the Performing Arts
Board is performing its complex and difficult role is a consequence in part of the fact that
despite phenomenal growth in the music industry and the arts generally since the
establishment of the Australia Council, there has been no comparable growth in
Government support A s indicated in chapter three (Figure 3.1), the Australia Council's
appropriation of 1975/76 has never been matched in real terms in any subsequent
Commonwealth budget Consequently support for traditionalist groups is n o w also under
threat

If the Board is to respond to its stakeholders more effectively than it seems to to be
at present it m a y have to m a k e further changes to its policy decisions and priorities on
funding distribution. This raises the question of whether the present structure of the
Council, and in particular the Performing Arts Board, is sufficiently flexibletorespond to
the increasingly diverse interests and needs of music art form producers (and consumers)
in the 1990s. The results of this survey and the follow up interviews suggest that it is not
Allegations were m a d e by musicians and music organisations about the Board's less than
effective functioning. Their allegations tended to indicate that, in theoretical terms,
elements of elite distemper were evident in the Board's current operations in the form of
oligarchy, factionalism, and policyrigidity.This w a s seen to be influenced by political
pressures and influential arts organisations acting on behalf of factional interests that
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inadequately represented current social conditions, but that had become part of entrenched
practices. Recognition was given to the fact that the Performing Arts Board had in recent
years attempted to better represent and support the needs of the music community as a
whole (reflecting the democratic values of responsibility, inclusiveness and adaptability),
but that its intentions had been hampered by historical precedent and political pressures to
maintain funding for certain music forms and associated established arts organisations.
Both survey respondents and interview participants saw the need for changes to occur
that might reconcile more successfully the needs of arts producers, consumers, the
Council and Government, and ensure that the Council and Board's operation w a s
characterised more by the democratic values of responsibility, inclusiveness and
adaptability than the disorders of oligarchy, factionalism, and rigidity. The discussion
which follows offers suggestions about h o w the needs of arts producers, consumers, the
Council and Government might be more successfully meet

Implications for Action

Two central themes have emerged from this thesis - the need for improved
communication between the Performing Arts Board and all stakeholder groups, and the
issue of future funding for music art forms in Australia. T h e following discussion
focuses specifically on these two themes in relation to musicians and music organisations.
It must be kept in mind that not all of the suggested proposals for change are equally
amenable to action by the Board, or that they necessarily complement each other in that
some proposals for change might impede the achievement of others. But the proposals
reflect the current perceptions of musicians and music organisations and in this respect at
least demand serious consideration.
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Communication

Between

the Performing Arts Board and the Music

Community

(Producers)

The Performing Arts Board has as one of its direct functions to inform the music
community about its role. The results of this survey show that the Board is not seen to be
effective in fulfilling this function and that lack of knowledge of the Board and its role
appears to be most prevalent among individual musicians.

Lack of information about the Board among the music community (or according to Board
representatives, "misinformation about the Board") resulted in a number of concerns
being raised by survey respondents about its structure and operation. The most prevalent
concern involved the integration of the Music and Theatre Boards into the Performing
Arts Board. According to the Board the amalgamation had resulted in some real benefits
to music, but musicians claimed it had diminished music's representation, resources, and
had further negated the ability of the Board to formulate meaningful music policy.
Musicians also perceived the Board to be more responsive to organisations than
individuals (which could partially explain w h y musicians generally perceived the Board to
be less effective than did organisations), and that it "held no real relevance for musicians
not involved in traditional music forms". Younger and less experienced musicians were
also more critical of the Board's effectiveness, which is disturbing because they represent
the country's n e w talent and need encouragement and support from as m a n y sources as
possible to develop this talent

Several respondents were also critical of the Board's peer review process for funding
decisions, and were of the opinion that the values and attitudes of the peer committee
members perpetuated particular patterns of subsidy that appeared to favour traditionalist
music art forms. There w a s also criticism of the membership of these panels and claims
that they were not truly diverse in that most were composers and/or educators/academics
with a background that "upheld a narrow value system about what w a s best and most
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deserving of funding". Further the peers were not perceived to be truly independent
experts and they sometimes held the interests of specific companies or projects in mind.
The final criticism of the peer review process was the panel members' apparent lack of
concern with the issue of public benefits, that is "the interests of the people w h o pay to
listentothe music". There was strong intimation that placing the assessment procedure in
the hands of a panel rather than with one person had not eliminated bias. Respondents
demanded to k n o w w h y "representatives from the rock industry, managers of companies,
publishers and recording people [were] not represented on these committees ...and what
about public priorities ? If the Board is serious about increasing access then doesn't it
need to k n o w what the community's cultural needs are ?".

Lack of communication between the Board and the music community might also have
been responsible for some differences in priority between what the Board perceived it
should doing (encouraging diversity and innovation) and what musicians thought should
be its most important functions (enhancing work opportunities for music professionals - a
role the Board generally perceived to be the responsibility of arts organisations).

The perception held by musicians and music organisations about the Performing Arts
Board is of a funding body that has selective contact with a limited segment of the music
community rather than with the entire music community. The claim by the Director of the
Board that "the people w h o should k n o w that assistance is available are provided with
this knowledge" tends to reinforce this perception, and as a result only a section of the
music community have knowledge of and communicate with the Board. This implies that
the Board's policy is based on an impression about the needs and priorities of the music
community as determined only by the limited sector that they keep informed. Although
representatives of the Board admitted that to date it had awarded low priority to informing
the wider music community about its role, at the same time they expressed concern about
the so called "misconceptions held by musicians about the Board".
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There is no doubt that the Board could communicate its role more effectivelytothe music
community than it does or claims to do at present. Better communication could improve
confidence in the Board and enable musicians, through improved understanding of h o w
the Board functions and the criteria it uses for project support, to be more conscious of its
financial and staffing limitations and appreciate more fully the Board's achievements for
the music community, rather than focussing on its perceived deficiencies.

The Board's purpose will never be accepted unanimously by the music community and
because of the nature of what it does there will always be those w h o lose out, but a better
informed community will at least k n o w what to expect. For this reason the inherent
tensions within the Board from its two potentially divergent objectives of excellence and
participation might also be communicated more completely. Given that the Performing
Arts Board is perceived by the music community as a funding authority that caters mainly
to traditional, non-commercial music it might also advertise and promote its other
functions more completely and seek more explicit recognition from the groups it does
support Part of this recognition would flow from informing music producers of the
existence of Board sponsored organisations, which m a y be better placed to offer support
than the Board itself. W h a t is implied by these proposals is a need for the Board to collect
the most appropriate data to address the needs of the music community as a whole,
something which oughttobe dealt with by the Australia Council's policy division.

Communication Between the Performing Arts Board and the Music Community
(Consumers)

The Performing Arts Board has as one of its functions to enhance the level of public
support for music activity. Public opinion surveys conducted on behalf of the Australia
Council revealed the general public as arts consumers considered arts assistance was
justified and that society in general benefitted from the arts. They particularly perceived
the arts to contribute to "quality of life ...the development of national pride ... and an
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understanding of our country and culture". The educational value of the arts was also
recognised as w a s the role the arts played in the preservation of Australia's cultural
heritage. H o w e v e r at the same time, the surveys revealed that a large proportion of the
general public found it difficult to get information about the arts, that m a n y Australians
had very little knowledge of the arts, and that there was a growing perception that the
"elite or arty" groups gained most from the arts. Again these results emphasise the need
for improved communication between the Council, and in this case, the public as arts
consumers, as well as for the Council to advertise and promote its achievements more
widely.

Arts consumers placed much emphasis on the importance of schooling in the arts and the
role this allegedly played in early attitude formation and adult participation. The difference
at the time between interest and participation in arts activities was attributed partly to
people's lack of experience in and knowledge of particular art forms and poor schooling
in the arts. T h e public strongly endorsed the notion that priority for arts expenditure
should go to the education of children. Making the arts more accessible, especially to
those in country areas, was also seen to be an important priority.

These findings raise a number of important policy questions for the Council and its
Performing Arts Board. For example, h o w can the Board better inform the general public
about music activity in Australia and enhance their level of support for it ? Should the
Council liaise more closely with schools and universities in relation to arts education - the
content of programs, h o w they will be taught, and h o w they will be assessed ? Are there
alternative means of educating the public at large about the arts which would better serve
their needs - for example throughtelevisedarts events - and if so does the Council have a
role to play in the type of programming audiences receive ? M o s t importantly are the
interests and needs of arts consumers compatible with those of producers, and what
priority should the Board be awarding to the interests and needs of consumers compared
with producers ?
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Communication

Between Music Art Form Producers and Consumers (Implications for

the Performing Arts Board)

In times of economic constraint it is more important than ever for art producers to r
wide a community as possible and accordingly to give more careful thought to the manner
in which they present their work. Australia does not have just one public but several that
are socially, economically, and culturally different Thus the question that music art form
producers need to address is h o w they can make their performance style more palatable to
a wider audience. This m a y require attending to such details as the venue in which they
perform, the time at which performances are presented, and the length of the
performance. S o m e groups have recently tried to adjust their approach and are attempting
to present a more contemporary image intended to appeal beyond the more specialised
audience and relate to the community at large. T w o such groups are the Australian
Chamber Orchestra and the Tasmanian S y m p h o n y Orchestra, and indications from
comments m a d e by representatives of these bodies are that their attempts have met with
some success.

The issue of improving access and devising strategies for audience expansion raises tw
important and interrelated questions that need to be considered by the Performing Arts
Board. First should the criteria for funding include consideration of the extent to which
musicians/music organisations perform, record, or publish their work for as wide an
audience as possible and the extent to which their work contributes to widening the
audience for music ? Second, if such a consideration is accepted, should the Board (as
suggested by survey respondents) devote more support to the dissemination of music
performance and broadening the opportunities for the public to experience music ? This
presupposes that s o m e congruence exists between the criteria used by peer assessment
panelstojudge a particular work, that is their sense of its value and worth, and the criteria
used by the population w h o pay to experience it.
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Another means by which communication between producers and consumers might be
improved is through the electronic media. T h e results of this survey revealed the
significant influence of television and radio in shaping the musical preferences of the
general public. Given this perception and the inevitability of a rise in electronic arts
distribution, music art form producers would do well to dialogue withtelevisionand
radio broadcasters so that both become more fully aware of each others goals - economic
and cultural. The possibility of greater diversity in offerings ontelevisionand radio could
also be more fully explored.

The Australia Council currently supports the development of some specialist arts
programs fortelevision,primarily in conjunction with the Australian Broadcasting
Corporation ( A B C ) and the Special Broadcasting Service (SBS). Specific projects include
the ABC's weekly arts magazine program Review, which deals with a range of Australian
arts issues and features the work of Australian artists; and the S B S programs Mosaic and
First in Line, which aim to broaden public access to information on the arts in Australia.
The division of responsibility between the private and public media as it currently exists
in Australia sees culture as the responsibility of public broadcasting. Little has been done
to tap into the potential of commercialtelevisionstations as a vehicle for the arts. There
m a y well be a case for the Commonwealth Government to put pressure on the commercial
media networks, as it did with its Australian content policy, for more high culture
programming. The Australian Broadcasting Authority, for example, requires licensed
television stations to screen a specified number of hours offirstrelease drama and
Australian programs per year, a certain amount of which must be screened in prime time.
Furthermore, according to subsection 83(5) of the Broadcasting and Television Act,
licensees are to "provide an adequate and comprehensive service", defined as
acknowledging the diversity of interests in the community it serves, and not just the
"typical range of programming interests of the average member of the community". There
m a y well be a case for political intervention into program policy to make it obligatory for
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commercial stations to put to air a certain number of hours per year of cultural activities,
and in particular a certain amount of new Australian talent

Broadcasting can help minority arts (like opera and classical orchestral concerts) beco
majority arts by introducing them to an audience that would not otherwise have access to
them because of cost and distance. Such barriers are difficulttoovercome and perhaps the
best strategy is to support more production of live performances ontelevisionwhich
would give large numbers of people the opportunity to be exposed to the arts. Use of the
media in this w a y would also help to improve access to people outside the metropolitan
areas. Furthermore increased media coverage could m a k e the arts more attractive to
potential corporate sponsors, as is currently the case with some sports such as World
Series Cricket which enjoys extensivetelevisioncoverage and as such enjoys extensive
visibility with obvious related advertising benefits for corporate sponsors. In order for
arts performances to secure an audience and good ratings, which is a major contributor to
what gets ontelevision,attention will have to be paid to transforming these performances
into something both interesting and as accessible as possible. This m a y entail the
development of innovative methods oftelevisingwhat is usually a live event

Communication Between Music Art Form Producers (Musicians and Music
Organisations)

The Australian arts industry, most of it outside the domain of the Australia Council, h
grown rapidly since the 1970s. This growth has occurred despite the Council's
remoteness from its constituency and the public at large, whose participation in the arts
for the most part is in areas beyond what the Australia Council actually supports.
Although there has been growth in the number of activities that could justify claims for
funding, there has not been comparable growth in funding to service this expansion.
Music organisations and musicians are in competition with each other for scarce
resources, not only from governments but also from the private sector. T h e traditionalist
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music art form producers represent a well organised network of people w h o have enjoyed
a disproportionate share of support (from the public sector at least) since the 1970s.
However, a combination of government initiative which stemmed from the M c L e a y
Report proposals for methods of assistance for n e w art forms including popular
contemporary music, and a static budget for the arts, has meant a reduction in real terms
in the amount of funding available for the traditionalists. This has resulted in a
redistribution of funds between traditionalist and populist art forms, and the spreading of
more limited resources among a m u c h larger array of producers.

The situation has also caused some antagonism between traditionalist and populist music
producers. Although dissatisfaction with the current funding situation appears to be
widespread a m o n g both groups, populists in particular are a very disparate group of
individuals and organisations w h o have not yet fully realised the need for co-operation,
not only with each other but with traditionalists, in order to exert political pressure for
more support (Notwithstanding the existence of the extremely articulate Australian Folk
Trust and the national and state jazz coordinators w h o also have a political brief).
Without this collaboration individual musicians and small organisations in particular, w h o
exert very little influence at government level, will continue to lose out in the competition
for recognition and funding.

Much scope exists for traditionalist and populist music art form producers to work
together, and to learn from each other h o w to, for example, foster productive sponsorship
arrangements, successfully utilise the most recent recording and production techniques,
advertise and market themselves, and promote themselves nationally and internationally.
For example, Export Music Australia which w a s set up in 1988 as a non profit
promotional and marketing service has been instrumental in show-casing Australian rock
musicians internationally. It has also facilitated the negotiation of valuable recording
contracts and improved the international profile of these groups. Several contemporary
bands and individual performers have n o w become significant export earners, including
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I N X S , Midnight Oil, Crowded House, and Kylie Minogue. This brings with it benefits
for the local industry and for the national economy. The Overseas Information Bureau
(part of the Department of Foreign Affairs and Trade) has also been promoting Australian
music overseas, and since 1990 its programming has gradually expanded to include
Australian classical, country, folk and jazz music. It is an economic necessity for
Australian artists to look beyond the small Australian market to gain a reasonable return
for their effort

The Council has a role to play in ensuring that the Government supports this developing
industry so that its full potential can be realised, given that the development of overseas
markets for Australia's artistic achievements m a y result in a reduced dependency on
government support, and hence improve long term dependency. There m a y also be a case
for the Performing Arts Board to act as an intermediary in the process of co-ordination of
schemes whereby traditionalist and populist musicians and music organisations could
share resources, materials and management expertise, and wherever possible develop
closer working relationships to reduce costs and improve their (mutual) understanding of
both thefieldof music and means of communicating ittothe public at large.

Funding for Music Producers, Some General Observations

The second theme to emerge from the results of this thesis and in particular the survey
was that of current and future funding for music art forms. The significance of funding in
the development of the arts is exemplified by the fact that the availability of financial
resources influences the choice of repertoire as well as the talent and experience of the
players, their working conditions, rehearsal time, and type of available leadership. These
items in turn affect the quality of performance, which in turn affects the availability of
continuing financial support. O n e unavoidable truth is that the arts represents a labour
intensive industry, and as a result is expensive and likely to remain so.
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A multiplicity of funding sources for the arts is therefore both essential and beneficial, for
it allows greater artistic freedom and ensures that producers are not totally dependent on
any particular source for survival. Presently artists and arts organisations have three
possible sources of support: the Commonwealth Government via the Australia Council,
whose support is based on a dual policy of promoting and encouraging excellence and
participation in the arts; the consumer public (through the box office) w h o attend
performances and buy recordings; and corporate sponsors w h o m a y wish to be associated
with certain types or styles of music. Given that no one source should have to provide, or
could provide, the total funding required, the critical question is h o w best to establish an
effective partnership between the three. For example, should the Federal Government
focus specifically on the provision of support as a means of investing in the future ?
Public support takes into account a wider range of questions than simply economic ones.
The Federal Government is best placed to care for and maintain Australia's cultural
activity and to co-ordinate efforts that ensure cultural democracy in the form of
community access to and participation in a diversity of cultural activities. Corporate
sponsors on the other hand have a role to play in the provision of support according to
market niche demands. Their concern is with economic benefits accrued through
sponsorship. Given that increased public support for the arts does not appear eminent
they provide an important complementary source of support

to artists and art

organisations. There is certainly scope for more data to be gathered about the issue of
compatibility between what the three sources of support want, that is between what the
Council's Performing Arts Board supports, what the public wants to attend or participate
in, and what corporate sponsors want to be associated with, all of which ultimately has to
be matched with what musicians and music organisations can and want to produce.

Sponsorship of course is not restricted to the provision of financial support. Music
organisations and musicians also need to consider other possible forms of support such
as free advertising, free printing, donations of equipment, subsidised or even free use of
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venues and premises. This has implications for the Performing Arts Board in that
musicians and music organisations most often perceive of the Board as a source of
financial support, however in some instances funding m a y not be the most appropriate
form of support the Board could offer. It might for example be more appropriate to advise
musicians and music organisations of the existence of non-financial means of support and
match them with appropriate providers. The Board could also offer other forms of
support in its o w nright.For example a public award system to recognise excellence in
any music art form, which in the case of a successful Australian rock group such as
E N X S , which does not require public funding, might prove beneficial to both parties. Its
advantage to the Council would be that by positively acknowledging popular music, it
would advertise to the wider, especially younger community, its support and recognition
of excellent contemporary music; for the recipients of such an award the benefit would be
that of being officially recognised by the Government's official arts body.

The results of this survey revealed a perception amongst some musicians and music
organisations that commercially viable organisations and individuals, no matter h o w
excellent would never receive support from the Council because they are regarded as
being able to "make it on their own". The message being sent, perhaps inadvertently, to
these music art form producers is that being commercially viable and popular equates in
some w a y to being less than excellent, or alternatively that the Board's notion of
excellence necessarily implies a lack of independent commercial viability. Neither is a
sound or desirable approach to the development of Australian music, and it is possible
that some official recognition in the form of an award might provide a convenient and cost
efficient w a y to help dispel this perception.

Perceived Funding Priorities of the Performing Arts Board

The Board has taken an incrementalist approach to music policy formulation and
implementation by continuing past activities and accepting the legitimacy of established
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programs. This approach has tended to consolidate vested interests and severely limited
the Board's capacity to meet the needs of the music community as a whole. T h e apparent
inertia in the Board's pattern of funding seems to fit with the rhetoric of the inherent value
of s o m e music art forms, though the rationale for support has shifted to one based on
presumed public benefit

Generally speaking there exist in Australia two broad music cultures. The first is the m
media culture, the second is m a d e up of established professional organisations and
associated individual artists that present for the most part a traditional music repertoire,
and whose performance standards are of a high quality, and the m a n y community based
music organisations, groups, and individual artists whose performance standards vary
from poor to outstanding and w h o appear to service a broader sector of 'ordinary'
Australians. Within the second culture, therefore, there is a division between professional
based music activities on the one hand, and community based music activities on the other
hand. Present legislation of the Performing Arts Board seeks to actively encourage
involvement in the arts by all Australians and nurture a culturally diverse national identity,
yet according to the results of this survey the actions of the Council are not sufficiently
increasing access to and participation in the diversity of cultural experiences from which
Australians can choose, in other words both the professional and community based music
activities. If the Australia Council genuinely aims to nurture a culturally diverse national
identity it must broaden the range of art forms and experiences it provides support for. It
needs to devote more attention than it is doing at present to identifying areas that need its
support especially in the formative stages, and awarding adequate recognition to artists
venturing into n e w music art forms. In other words achieving a balance between
positively seeking n e w areas and artists of potentialtosupport, and maintaining areas and
organisations of established merit - which by definition favours the professional based
music activities and affiliated organisations and individuals w h o work principally in
traditionalist music forms.
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The Performing Arts Board was perceived by m a n y music producers to have devoted
most of its energies and funding to developing the so called "established excellent" - those
that have proven their worth in the system, and not enough to encouraging n e w
individuals and groups, some of w h o m could eventually join the ranks of the excellent.
Parallels were drawn by some musicians between support for elite competitors in sport
and elite musicians, in that both groups had a need for " public m o n e y tofilterd o w n so
participation rates could increase, yet at the sametime...to subsidise the elite so the 'up
and coming' [could] aspire to reach the level attained by the excellent role models". In
both groups too there was seen to be a need to "integrate the elite, that is get them into
schools to act as role models to motivate the young into participating more".
Given this perception by members of the music community (who responded to this
survey), as well as the opinion that the Board m a y be attempting to perform too m a n y
functions within its limited budget, the Board might do well to review and re-define its
role in relation to other relevant institutions. Schools and universities, for example, m a y
be better placed to attend to the role of encouraging the development of n e w individuals
and groups by establishing centres of cultural innovation and experimentation. The
Australian Contemporary Music Institute Ltd ( A C M I ) at the University of N e w England,
Northern Rivers, is such an example. This Institute aims to establish an effective link
between the commercial, popular music world and post-compulsory education and
training providers. The university in conjunction with A C M I has developed a Bachelor of
Arts in contemporary music, as well as a number of contemporary music industry
curriculum projects with the N S W technical and further education sector.

Among the public with knowledge of the arts, concern was expressed about what was
seen as a disproportionate share of public funds being distributed to the Australian Opera
and large orchestras (given - as commented in chapterfivethat it was difficult to discern
exactly the breadth of this public concern). There was a call for funding authorities to
more equitably distribute support for music in Australia with emphasis on participation by
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the m a n y rather than the privileged few. This apparent concern raises the question of
whether the Performing Arts Board should in fact apply the same criteria for grants to all
projects and activities, or whether s o m e could be regarded as worthy of subsidy not so
m u c h on the criterion of excellence as on the fact that they contribute to community
access. If alternative criteria are accepted, the further question of whether more support
should be awarded for projects and activities that promote excellence or for those that
encourage participation in the arts would have to be decided. S o m e inequality of support
offered to different music art forms is and will continue to be inevitable. For example, to
establish an international standard of performance is a costly exercise and the 'best'
company/group/individual needs substantial and continuing support to reach this
standard. Whatever approach is taken, the survey results clearly indicate the Board needs
to communicate the rationale for its funding priorities more effectively to both the arts
producers and consumers so that at least they c o m e to understand, if not necessarily agree
with, the Board's approach to provision of public funding support.

One funding option proposed by survey respondents to deal with the recognised needs of
large traditionalist organisations was direct line appropriation. The Australian Opera, and
more recently the Australian Opera and Ballet Orchestra and the Victorian State Orchestra,
have already received direct line funding. Other established performing arts companies are
n o w requesting similar arrangements. Several interviewees supported such an approach
on two grounds: first, they perceived it would help to ensure thefinancialviability of
large performing arts companies, and second, that it would allow the Board to direct its
energy m o r e effectively into a greater number and diversity of music activities and
projects. This could ultimately result in a dual support system whereby major performing
arts companies received direct line funding and the Council would assume responsibility
for the smaller arts organisations and individual artists. This approach represents a
backward step and carries with it broad policy implications. For example, w h o would
determine national policy, and h o w could it be co-ordinated across the entire spectrum of
music art forms ? Without a single Government authority assuming such a co-ordination
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role, it is likely that different organisations, by virtue of their size or debt, would ignore
the requests of the community as a whole and simply follow their o w n directions. The
separation of funding option proposed by interviewees is therefore considered
undesirable. It does however reinforce the necessity of the Council, given that it does not
want a future of multiple avenues of Commonwealth support, to ensure it is not ignoring
important areas - traditionalist and popular, or groups - large and small, within the total
spectrum of music.

The Performing Arts Board has as one of its direct functions to enhance work
opportunities for music professionals. According to the results of this survey, there is
dissatisfaction within the music community that m a n y professional musicians in Australia
have to supplement their performance/composition income byteaching,or in some cases
by working in non-music related positions. There was strong intimation that the Board
should attempt to do something to ameliorate this situation, one proposal being that the
Board should reduce its commitment to some of its other functions and concentrate on
achieving more work opportunities and improved salary conditions for musicians. Survey
respondents particularly favoured the notion of the Board providing added support for
those organisations and music art forms that "employed the most musicians" so assisting
the "professional life of the entire music community", something they perceived the
"small-scale fringe activities, most with a limited life-span" to achieve m u c h less
effectively.

Another related proposal put forward by both survey respondents and interviewees was
the need for the Performing Arts Board to give some guaranteed continuity of funding
over an extended period of two or three years for those music organisations and large
scale projects that involved the employment of large numbers of musicians. Mention was
m a d e of the difficulties incurred by orchestras, for example, in attempting to plan ahead
without a capital base, and it was suggested that triennial funding would not only provide
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a measure of financial security but would also enhance artistic standards "because of the
security longer term funding would provide".

There was also a proposal by some producers that the Board should do more to commit
support for worthwhile projects through all stages of the creative process from
composition to performance, recording and publication. T h e recording component was
considered especially important as a means of accessing a wide population of interested
consumers, given that Australia is geographically vast, is isolated from Europe and the
United States, and that recordings in m a n y instances represent the only promotional tool
available to musicians or music organisations to establish both a national and international
reputation. T h e Board's current practices were perceived to be short-term and too limited
in scope, with support being m a d e available principally for the initial stage of the creative
process - composition - but very little provided for the subsequent dissemination
processes, particularly that of recording.

Dependency on Performing Arts Board Funding

The Performing Arts Board has inherited from its predecessors a number of funding
obligations that in the current environment of scarce resources restrict its capacity to
support n e w initiatives. Understandably this leads to s o m e dissatisfaction a m o n g
applicants for funding support, both successful and unsuccessful. The survey revealed
that the least and most dependent organisations were less satisfied than other
organisations that the Board was meeting their needs, and the most dependent appeared to
be the most dissatisfied of all. According to the Director of the Board their current policy
is to "wean clients off Board support", though in this they have clearly not succeeded
with a number of major organisations. Given this policy and the result that dependency
does not guarantee a higher level of satisfaction a m o n g funding recipients, the Board
would do well to attempt to apply its policy more forcefully and to m a k e organisations
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diminish their reliance on Board support. Organisations should at least be seen by the
Board to be making attempts to become more self sufficient

Ultimately the Board should be striving to attain self sufficiency for its clients (altho

for much of the subsidised activity it is not possible to become financially self suffici
except by sponsorship, which is also not accessible to all). For a policy of (more) self

sufficiency to be effective, strategies must be devised and support structures establishe
to enable organisations to plan and manage this transition. In order for organisations to
become independent of government funding many will need first and foremost to attend
to their own management structures. This may involve them in: re-defining or modifying
their objectives in tine with market expectations; revising their priorities given that
resources will always be limited and government support may become even more limited;

maintaining operational flexibility so that if activities and projects result in a loss a
cannot be made up through public or private sponsorship then prompt action is taken to
correct the shortfall; establishing an information base about attendance levels, costs of
wages, materials, advertising and so on; and developing appropriate marketing strategies.
According to these survey results individual musicians and younger, newly established
music organisations were in most need of such management and marketing skills,

especially skills that would enable them to tap the broadcasting market, establish contac
with potential corporate sponsors and extend their audience potential. This group also
looked to the Board as a source of advice on how to develop these skills.

The need for music producers to build a mutually beneficial partnership with commercial
funding sources is particularly significant in light of the music community's perceptions
of the influence of the commercial media in Australia. (This applies to traditionalist

producers in particular, although it was interesting to observe in the survey results that
populist producers aspired to develop a working relationship with the Australian
Broadcasting Corporation similar to the one they perceived traditionalists to have.) The
vast market reach of commercial broadcasting networks and the decreasing availability of
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public funding means that it is becoming increasingly necessary for musicians and music
organisations to tap into commercial broadcasting. At present m a n y producers lack
appropriate skills to achieve this and require assistance in gaining knowledge about
broadcast rating requirements and operating structures, as well as about h o w to sell and
publicise their product Musicians need to address this as a united group, because as a
combined co-operative voice they will improve their chances of being heard. They need to
work together to lobby commercial radio andtelevisionorganisations, and to persuade
commercial stations to promote a greater diversity of music art forms. T h e Performing
Arts Board (through its promotion and support role) could well act as a negotiator in this
process, and advise musicians of other support organisations that might be able to
provide the required assistance.

According to its administrative staff the Performing Arts Board may also need to be more
rigorous in its evaluation of its clients' performance in terms of h o w effectively they carry
out their activities and h o w cost efficiently they manage their affairs. It is important for
the Board to assess not only h o w effectively its grants are used and for what purpose, but
also to determine whether dependency is being effectively reduced, allowing future funds
to be released for n e w initiatives. T h e survey results indicated that while newer
organisations looked to as m a n y sources of support as they could, older organisations
tended to be reliant on a narrow, principally government support base. If this istochange
it m a y be necessary for the Performing Arts Board to build into its routine evaluation
process the opportunity to conduct on-site assessments to judge the appropriateness of
continued support for s o m e activities, especially for long-term recipients of Board funds.
This evaluation process need not necessarily be conducted by the Board itself. Indeed,
given the limited administrative funds available to the Board, its substantial number of
clients and the need for s o m e specialist expertise in this process, it m a y be appropriate to
work m o r e closely with universities and arts management companies in monitoring
funding performance outcomes and to have experts within such institutions conduct or
assist with this function as required.
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Corporate Sponsorship

Although private sources of funding for the arts will never entirely replace government
support, there are increasing pressures from the Australia Council and the Performing
Arts Board for non-government sponsorship to be more actively pursued by artists and
arts organisations as a significant means of increasing thetotalpool of funding. The fiscal
pressures on government from other public sectors such as education, health and welfare,
as well as the current political environment of economic rationalism, m e a n that
government support for the arts is unlikely to increase in realterms,so that if the arts as a
whole are to expand other sources of funding must be considered. A great deal of the
traditionalist music activities cannot exist without support and where government support
proves inadequate, organisations and individual artists are forced to seek support from
private sources.

A survey of private sector support for the arts in Australia published by Australian
Business Support for the Arts in 1990 (Australia Council 1991:74) revealed that about 11
per cent of Australian companies already supported the arts in one form or another in
1989. These forms included corporate sponsorship, unconditional cash grants, service
support products and materials, and advertising support. Most corporations expected
direct commercial returns from their support, and targetted their sponsorship program to
their marketing objectives. A major study into private sector funding for the arts
conducted a couple of years earlier by Business Arts Connection (1987) entitled
Furthering Private Sector Involvement in the Arts in Australia revealed, however, that
arts organisations needed to improve their fund raising skills and better understand the
needs of business in order to tap potential private sector support more effectively. The
study found that just over 60 per cent of corporations believed arts organisations did not
understand the needs of business and almost the same number of arts administrators
agreed with them (59 per cent). A positive finding that emerged from the survey w a s the
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potential for increased private sector support and productive arts/business partnerships to
develop.

Both the results of this survey and the interviews indicated that many musicians and
particularly the (medium and small) music organisations recognise that they do not
understand sufficiently h o w the arts sponsorship system in a market driven economy
actually operates, and that they need to develop those skills that will allow them to
negotiate more successfully with corporate sponsors. Survey respondents perceived the
Performing Arts Board to have an important role in addressing producers' current
limitations in techniques for raising corporate funding support. There was also some
intimation that the Board should give recognition to arts organisations' fund raising
initiatives by providing more support for the employment of people with marketing skills,
and for administrative staff to attend "training for fund raising" programs, given that arts
administrators usually c o m e from a performance background and have little if any
marketing training or experience.

The Australia Council has in fact implemented some initiatives to help arts organisati
mount fund raising programs. These include a pocket check-list entitled Fund Raising in
the Arts (1986), and a study (conducted by Business Arts Connection which acts as a
brokerage service between arts organisations and the private sector) into private sector
funding for the arts in 1987. This study culminated in the development of a plan to
encourage private sector support for the arts entitled The Enterprise Program.

The

Program w a s an integrated package that included an advocacy program aimed at
promoting the concept and practice of support and involvement from business, as well as
training and incentive grants. A n example of advocacy which was jointly supported by
the Australia Council and the Commission for the Future was the Creative Futures project
which culminated in 1989 with a national conference involving artists, government,
industry and educationists. Also as part of the Council's efforts to encourage increased
private sector support for the arts, in 1988/89 it established Australian Business Support
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for the Arts ( A B S A ) , an organisation of business people to advocate corporate support
for the arts. T h e Council has also supported the National Arts Industry Training Council
( N A T T C ) which administers training in arts administration. The Program received over
$260,000 between 1988/89 and 1989/90, but lack of continued Government support saw
its demise in 1990/91. Despite the Council's advocacy program, which also includes its
publication program which has seen the production of numerous reports and research
papers as well as practical guides for the arts industry on private sector support ( for
example, Corporate Support for the Arts (1986) and You and Your Sponsors: A Guide to
Arranging Business Sponsorship for the Arts (1989) ), it would appear that too few
music producers and people in the music community are aware of the Council's initiatives
in activities of this kind.

Australian companies have been sponsoring arts organisations and events for many ye
Qantas, for example, continues to be a major sponsor of The Australian Opera, The
Sydney Dance Company, The Australian Ballet and The Australian Youth Orchestra.
Such partnerships if they aretobe sustained must encourage benefits for both parties. For
most companies this includes commercial returns through the development of a positive
public profile. A n example of this in the pop music industry is the mutually beneficial
partnership between PepsiCo, the soft drink manufacturer and the international pop star
Michael Jackson. PepsiCo have built a massive advertising and promotion campaign
around Jackson which boosts both their product and the singer. Sony Australia also
recently launched a sponsorship and advertising program based on the American pop
group 'New Kids on the Block'. They offered consumers w h o bought a Sony W a l k m a n
a "New Kids' album and the chance to win back-stage passes for one of their concerts.

Successful direct marketing campaigns are not confined to the pop music industry. In
1991 the Nissan Motor C o m p a n y sponsored an Australian concert tour by the Spanish
opera singer Jose Carreras, which was specifically designed to introduce an affluent
consumer audience to their high priced M a x i m a car. If traditionalist music art forms are to
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entice and boost corporate sponsorship of their 'product' and at the same time increase
their audience potential they will have to explore h o w they can best create an attractive
image that consumers want to identify with, and then use this to entice business to
increase their support for the arts. There are examples of this already happening. The
Australian Chamber Orchestra ( A C O ) is conscious of creating an attractive up to date
image, one that consumers want to identify with, to the extent of dressing its female
players in vibrantly coloured lurex outfits to create visual excitement and a contemporary
image for the orchestra. Richard Tognetti, the A C O ' s (blonde, blue-eyed, earringed 28
year old) high profile leader and principal violinist has featured in popular magazines such
as Vogue

and Who. The latter magazine nominated him one of its 50 most beautiful

people in the world in 1991 alongside Patrick Swayze and M e l Gibson ! According to the
A C O ' s General Manager, the publicity has "not hurt our profile nationally as well as
overseas". Sponsorship for the orchestra increased from $170, 000 a year in 1989 to
almost $1 million in 1991, and the orchestra signed "what could be a very lucrative
recording contract with Sony Classics in 1990".

An area that still demands extensive work is that of persuading private corporations to
provide support for new, experimental activities and lesser k n o w n groups in regional
areas. Even in countries such as the United States where m u c h arts support comes from
private sources, this support has tended to go to high profile city based prestigious
organisations such as The Metropolitan Opera which provide an established status for the
sponsor. Private support tends not to be available for those activities that deal principally
with innovation and 'new' art, or for activities that might be perceived to be controversial,
or for non-city based organisations.

The Australia Council and its Performing Arts Board could have a valuable role to play
identifying areas of more desperate need and targetting those corporate fund raising
companies which might best be able to benefit by offering support to these areas. The
Australia Council could act as negotiator between the corporate sponsor and the music
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producer, perhaps also receiving a fee from the client for assuming this role, part of
which could in turn be used to support other music activities. This would entail the
Council and producer working together to raise the consciousness of the corporate sector
about possible benefits in providing support for the arts. Such benefits might range from
simple publicity through printed acknowledgement in programs, to acquiring the prestige
of public association with particular artists or events, at the same time conveying an image
of corporate responsibility to politicians and the general public. Other possible benefits
include the opportunity for exclusive access to reach a specific target audience and
associated media advertising.

These are not the only means of raising funding support. Music art form producers also
need to consider other ways of generating revenue. O n e of these is specialised
merchandise, which is n o w commonly used in promoting other cultural activities. For
example, m a n y art galleries have shops that sell merchandise related to exhibitions on
display in their gallery. The Australian National Gallery in Canberra recently hosted a
Rubens exhibition which according to media reports m a d e over $1 m from the retailing
associated with the exhibition (The Australian 21.11.92). Musicians and music
organisations need to think about promoting more vigorously recordings, posters,
programs, T shirts and other related paraphernalia at their performances and performance
outlets. The Sydney Dance C o m p a n y is one performing arts company that already does
this to s o m e extent by selling not only programs, but also CD's of music used in its
performance, and visually appealing T shirts featuring the Dance company logo. The
inclusion of performance related merchandise for music producers can in turn generate
increased interest for support from the private sector which recognises the benefits to be
had through association with a visible product especially if successful, as is the case with
the Sydney Dance Company.
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A Concluding Note

The balance of emphasis reflected by the Australia Council's Music/Performing Arts
Board between elitism and egalitarianism, traditionalism and populism, and excellence
and participation has gradually shifted away from an almost exclusive elite - traditionalist
focus and associated narrow interpretation of excellence, to one that attempts to
accommodate egalitarian - populist ideals and participation in a diversity of music art
forms. Despite this broadening of arts policy, however, thetensionbetween these ideals
continues into the 1990s. The music community still perceive the choices m a d e by the
Board in its distribution of funds to give preference to elite - traditionalist interests. There
is a substantial proportion of the music community w h o believe that the Performing Arts
Board is not adequately meeting their needs and are calling for a more equitable balance to
be achieved between competing interests.

The underlying issue, however, is the enormous growth that has taken place in the arts
Australia over the last 20 years without commensurate growth in public funds. Even
though m u c h of the growth is self funding, for the most part, the arts industry is not
commercially viable and the gap between expenditure and income has to be met by
support from other sources, most notably the government and the private sector. This has
essentially seen m a n y more demands being placed on the same amount of funds, and
music art forms in competition with each other more than ever before. T h e music
community needs to devise strategies to cope with this situation.

In this study the top priorities identified by musicians and music organisations for
Performing Arts Board were essentially related to securing more financial support for
music art forms (and ultimately for the arts in general), and for the Board via the Council
to lobby the Commonwealth Government and explore other possible sources of support
to achieve this end. However, musicians and music organisations also have a role to play
in this process. Despite the fact that there is inherent competitiveness between musicians
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and music organisations for available funds, they also share mutual interests in securing
m o r e support for the arts, and to this end need to work together to put in place an
organisational system that allows this to occur. Those organisations which are enmeshed
in the political fabric and as such have access to influential arts funding decision makers
should develop partnerships with smaller organisations and individual musicians w h o are
not equipped or sufficiently organised to compete for funds and generally have a distaste
for being involved in bureaucratic procedures. It is important that all musicians and music
organisations work together as an integrated (and so more influential) network along with
the Council and its Performing Arts Board for the betterment of the music community as a
whole.

Such actions within the music community could be complemented by the Performing Arts
Board taking action to identify indicators about the overall 'health' of the music industry,
and presenting these to both governments and the public on behalf of the music
community as a whole.

The Board's role is clearly a complex one, and growing in complexity as it seeks to
accommodate a wider range of art forms, increased public participation, more diverse
funding support and improvements in administrative cost efficiency. It cannot succeed in
this role without better, and better organised, support from the music community. This
brings obligations on both sides - on the Board to effectively communicate its roletothe
music community, inform the general public about music activity and enhance their level
of support for it and on the music community to equip itself with the necessary skills and
organisational structures to promote its collective interests m o r e effectively to
governments, to the corporate sector, and to the public at large.
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APPENDIX 2 a

PERCEPTIONS OF THE
PERFORMING ARTS BOARD
This questionnaire is part of a study which is designed to gather
information about the role of the Australia Council's Performing
Arts Board.
Please return the questionnaire in the stamped self addressed
envelope preferably within 14 days.Your response is highly valued.
Please indicate your response to the questions by circling
the appropriate n u m b e r .
First a few questions about yourself. This will help identify possible
differences in the views held by music professionals in the variety of
music activities available.

About yourself:
1.

Place of residence.

State/Territory
Town/City

2.

4.

Sex.

Male
Female

1
2

Age.

18-24 years
25-34 years
35-49 years
50+ years

1
2
3
4

W h a t do you considertobe your main activity as a music
professionaLCircle one number only.
Administrator
Composer
Conductor
Instrumentalist
Singer
Teacher-private
-tertiary
-secondary
-primary
Other (please specify)

01
02
03
04
05
06
07
08
09
10

H o w long have you been working professionally in this music activity.

Less than 2 years
2-5 years
5-10 years
10-20 years
More than 20 years

1
2
3
4
5

Approximately h o w many hours per week do you, on average, work in
your main music activity.
Less than 4 hours
Between 4-8 hours
Between 8-15 hours
Between 15-25 hours
More than 25 hours

1
2
3
4
5

Approximately what proportion of the income you derived in 1990, from
your main music activity, came from each of the following sources.
Circle the appropriate number in each case.
Percentage of total income.
0%

1-24%

25-49% 50-74 75-100%

Fees and commissioned work

2

3

4

5

Grants and Fellowships

2

3

4

5

Royalties and copyright earnings

2

3

4

5

Salaries and wages

2

3

4

5

Other (please specify)

2

3

4

5

Have you ever applied to the Australia Council Music/Performing Arts
Board for a grant?
Yes

1

No

2

If yes go to question 9. If no go to question 11.
Have you ever received a grant from the Australia Council
Music/Performing Arts Board?
Yes

1

No

2

If yes go to question 10. If no go to question 11.

What was the most recent year you received a grant? 19_

There are groups and organisations in Australia w h o contribute to the
musical life of the country, s o m e through performance, s o m e through
sponsorship and s o m e through a combination of both.
In your opinion, how much influence does each of the
following have at present
a n d h o w m u c h influence
should
they have
in shaping the musical preferences of the general
public?
Alot of A fair A small amount No
influence

B.

C.

D.

G.

H.

I.

of influence influence
amount
of influence

Community Arts Councils
and Centres
(i) presently have
(ii) should have

5
5

4
4

3
3

2
2

A B C and Community Radio
(i) presently has
(ii) should have

5
5

4
4

3
3

2
2

Commercial Radio
(i)
presently has
(ii) should have

5
5

4
4

3
3

2
2

A B C and SBS Television
(i) presently has
(ii) should have

5
5

4
4

3
3

2
2

Commercial Television
(i) presently has
(ii) should have

5
5

4
4

3
3

2
2

Australian Music Publishers
(including local subsidiaries)
(i) presently have
(ii) should have

5
5

4
4

3
3

2
2

Commercial Recording Companies
(i) presently have
5
S
(ii) should have

4
4

3
3

2
2

Primary Schools
(i) presently have
(ii) should have

4
4

2
2

4
4

2
2

Secondary Schools
(i)
presently have
(ii) should have

5
5
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11. Cont
In your opinion, how much influence does each of the
following have at present and how much influence should
they have in shaping the musical preferences of the general
public?
Alotof
influence
J.

Private Music Teachers
(i) presently have
(ii) should have

A fair
A small amount N o
amount
of influence influence
of influence

5
5

4
4

K. Amateur Musicians
(i)
presently have
(ii) should have

5
5

4
4

L. National Music Organisations
(e.g. Aust Opera Co)
(i) presently have
(ii) should have

5
5

4
4

M. National Music Associations
(e.g. Aust Folk Trust)
(i)
presently have
(ii) should have

5
5

4
4

N. State and Regional Music
Organisa_o_s(e.g. Orchestras)
(i)
presently have
(ii)
should have

5
5

4
4

3
3

2
2

O. State and Regional Music
Associ_tions(e.g. Band
Assoc of N S W )
(i)
presently have
(ii)
should have

5
5

4
4

3
3

2
2

P. State Governments and
Authorities
(i)
presently have
(ii) should have

5
5

4
4

3
3

2
2

Q. The Australia Council
(i)
presently have
(ii)
should have

5
5

4
4

R. The Performing Arts Board
(i)
presently have
(ii)
should nave

5
5

4
4

3
3

2
2

S. Corporate Sponsors
(i)
presently have
(ii)
should have

5
S

4
4

3
3

2
2

3
3

2
2
2
2

3
3

2
2

2
2

2
2

No
idea

T h e Performing Arts Board is responsible for a n u m b e r of music
programs and activities.
In your opinion how well
does the P e r f o r m i n g Arts B o a r d :
Very
well
A

Quite
well

Not very
well

Not
Not
at all Relevant

provide income support for
music professionals

B enhance the level of public
support for music activity in
Australian society

3

2

C encourage diversity, and
innovation in music

3

2

D distribute its financial
sponsorship to individuals,
groups and organisations
E monitor the impact of its music
funding programs

3

F provide support for research
in the music area

5

3

G represent the needs of the music
community to governments

5

3

H balance the needs of the music
performing arts
(ballet, drama etc)

3

2

I secure business and industry
support for music

3

2

J protect the industrial and
publication rights of musicians

5

3

2

K enhance work opportunities
for music professionals

5

3

2

L educate the public about
music activities in general

5

3

M reward achievements of
music professionals

5

3

N recognise and promote talent in
all music forms

6

5

3

O provide managerial advice to
the music community

6

5

3
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12. Cont
In your opinion how well
does the Performing Arts Board:
Very
well
P

Quite
well

Not very
well

5

4

3

2

5

4

3

2

provide leadership on social
issuesrelatingto music

Q promote Australia's musical
heritage

Not
Not
at all Relevant

R inform the music community
about its role

No
idea

3

S promote Australian music and
music performance overseas

13.

H e r e is the list of music activities again.

This time state how important you think
it is that the Performing Arts Board should:
Very
important
A

Quite
important

Not very
important

O f no
No
importance idea

provide income support for
music professionals

B enhance the level of public
support for music activity in
Australian society

5

3

2

C encourage diversity,and
innovation in music

5

3

2

D continue to be the major financial
sponsor for musicians, music
groups and organisations

5

3

2

E monitor the impact of its music
funding programs

5

3

2

F provide support for research
in the music area

5

3

2

G represent the needs of the music
community to governments

5

3

H balance the needs of the music
community with those of other
performing arts (ballet, drama etc)

13. Cont
This time state how important you think
it is that the Performing Arts Board should:
Very Quite
important

I

important

Not very
important

No
Of no
importance idea

secure business and industry
support for music

5

J protect the industrial and
publicationrightsof musicians

5

2

K enhance work opportunities
for music professionals

5

2

L

educate the public about
music activities in general

M reward achievements of
music professionals

5

3

5

3

N recognise and promote talent in
all music forms

3

O provide managerial advice to
the music community

3

P provide leadership on social
issuesrelatingto music

5

3

Q promote Australia's musical
heritage

5

3

R inform the music community
about its role

5

3

S promote Australian music and
music performance overseas

5

3

This information will be treated confidentially. Y o u r answers will be added together
with others so that individual answers will not b e disclosed. N o person or
response will b e identified in any publication or report of this study.

Thank you very m u c h for your participation.

APPENDIX 2 b

PERCEPTIONS OF THE
PERFORMING ARTS BOARD
This questionnaire is part of a study which is designed to gather information
about the role of the Australia Council's Performing Arts Board.
If possible could the Director/President or equivalent position holder within
your organisation complete the questionnaire.
Please return the questionnaire in the stamped self addressed envelope
preferably within 14 days. Your response is highly valued.
Please indicate your response to the questions by circling the
appropriate n u m b e r .
First a few questions about your organisation so that possible differences in
the views of various types of organisations can be identified.
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About your organisation:

1.

N a m e of the organisation

2.

Your title/position in the organisation

3.

Which of the following categories best describes the size of your organisation.

Very large (total annual budget in excess of $5m) 1
Large (total annual budget in the range of $ 1 -$5m) 2
Moderately large (total annual budget in the range of $100,000-$lm) 3
Moderate (total annual budget in the range of $ 100,000-$50,000m) 4
Small (total annual budget less than $50,000) 5

4.

Which of the following music art forms best describes your main music activity.
Circle one number.

Brass Band 01
Classical-Ensemble
Classical-Orchestral
Ethnic
Folk
Jazz
Music Theatre
Opera
Rock
Sacred
Teaching
Other(please specify)

02
03
04
05
06
07
08
09
10
11
12

Approximately what proportion of your organisation's total income for the calendar
year 1990 was derived from each of the following sources.
Circle the appropriate number in each case.
Percentage of total income.
0%

1-24%

25-49% 50-74%

75%-100%

Direct Commonwealth Government grants

1

2

3

4

5

Direct state government grants

1

2

3

4

5

State government funding bodies

1

2

3

4

5

The Australia Council Performing
Arts Board

1

2

3

4

5

1

2

3

4

5

1

2

3

4

5

Private sources:
(a)
(b)

corporate sponsorship and
donations
public receipts(e.g.ticket sales,
student fees and subscriptions etc)

H o w long has the organisation been going'
Less than 2 years

1

2-5 years

2

5-10 years

3

10-20 years

4

more than 20 years

5

There are groups and organisations in Australia w h o contribute to the musical life of
the country, s o m e through performance, s o m e through sponsorship and s o m e through
a combination of both.
In y o u r opinion, h o w m u c h influence does e a c h of the following have at
present
a n d h o w m u c h influence should they have
in s h a p i n g the
musical preferences of the general public?

Alot of
influence

A.

B.

D.

F.

H.

J.

A fair A small amount
No
No
amount
of influence influence idea
of influence

Community Arts Councils
and Centres
(i) presently have
(ii) should have

5
5

4
4

2
2

A B C and Community Radio
(i) presently has
(ii) should have

5
5

4
4

2
2

Commercial Radio
(i)
presently has
(ii) should have

5
S

4
4

A B C and S B S Television
(i) presently has
(ii) should have

5
5

4
4

Commercial Television
(i) presently has
(ii) should have

5
5

4
4

3
3

2
2

Australian Music Publishers
(including local subsidiaries)
(i) presently have
(ii) should have

5
5

4
4

3
3

2
2

Commercial Recording Companies
(i) presently have
5
(ii) should have
5

4
4

3
3

2
2

Primary Schools
(i) presently have
(ii) should have

5
5

4
4

3
3

2
2

Secondary Schools
(i)
presently have
(ii) should have

5
5

4
4

Private Music Teachers
(i) presently have
(ii) should have

5
5

4
4

3
3

2
2

2
2

2
2

3
3

2
2
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7. Cont
In y o u r opinion, h o w m u c h influence d o e s e a c h of the following
have
at present
a n d h o w m u c h influence should they have
in s h a p i n g the
musical preferences of the general public.

Alotof
influence

L.

M.

N.

O.

S.

A fair A small amount
No
No
amount
of influence influence idea
of influence

Amateur Musicians
(i)
presently have
(ii) should have

5
5

4
4

2
2

National Music Organisations
(e.g. Aust Opera Co)
(i) presently have
(ii) should have

5
5

4
4

2
2

National Music Associations
(e.g. Aust Folk Trust)
(i)
presently have
(ii) should have

5
S

4
4

2
2

State and Regional Music
Organisations(e.g. Orchestras)
(i)
presently have
(ii) should have

5
5

4
4

State and Regional Music
AssociationsCe.g. Band
Assoc of N S W )
(i)
presently have
(ii) should have

5
S

4
4

State Governments and
Authorities
(i)
presently have
(ii) should have

5
S

4
4

3
3

2
2

The Australia Council
(i)
presently have
(ii) should have

5
S

4
4

3
3

2
2

The Performing Arts Board
(i)
presently have
(ii) should have

5
5

4
4

3
3

2
2

Corporate Sponsors
(i)
presently have
(ii) should have

5
5

4
4

3
3

2
2

3
3

2
2

2
2

The Performing Arts Board is responsible for a number of music programs and
activities.
In your opinion how well
does the Performing Arts Board:
Very Quite Not very Not Not No

A provide income support for
music professionals

B

enhance the level of public
support for music activity in
Australian society

C

encourage diversity, and
innovation in music

D

distribute its financial
sponsorship to individuals,
groups and organisations

E

monitor the impact of its music
funding programs

F

provide support for research
in _te music area

well

well

well

at all

Relevant

idea

6

5

4

3

2

1

6

5

4

3

2

1

G represent the needs of the music
community to governments

H

balance the needs of the music
performing arts
(ballet, drama etc)

I

secure business and industry
support for music

J

protect the industrial and
publication rights of musicians

K

enhance work opportunities
for music professionals

400

8. Cont
In your opinion how well
does the Performing Arts Board:
Very
well
L

educate the public about
music activities in general

M

reward achievements of
music professionals

N

recognise and promote talent in
all music forms

O

provide managerial advice to
the music community

P

provide leadership on social
issuesrelatingto music

Q

promote Australia's musical
heritage

R

inform the music community
about its role

S

promote Australian music and
music performance overseas

Quite
well

Not very
well

Not

Not

No

at all

Relevant

idea

H e r e is the list of m u s i c activities again.
This time state how important you think
it is that the Performing Arts B o a r d should:
Very
important
A

provide income support for
music professionals

B

enhance the level of public
support for music activity in
Australian society

Quite
important

Not very
important

O f no
importance

No
idea
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9. Cont
This time state how important you think
it is that the Performing Arts Board should:
Very Quite Not very Of no No
important
C

encourage diversity .and
innovation in music

important

important

importance

idea

5

4

3

2

1

D continue to be the major financial
sponsor for musiciansjnusic
ga>ups and organisations

5

4

3

2

1

E monitor the impact of its music
funding programs

5

4

3

2

1

F provide support for research
in the music area

5

4

3

2

1

G represent the needs of the music
community to governments

5

4

3

2

1

H balance the needs of the music
community with those of other
performing arts (ballet, drama etc)

5

4

3

2

1

I secure business and industry
support for music

5

4

3

2

1

J protect the industrial and
publicationrightsof musicians

5

4

3

2

1

K enhance work opportunities
for music professionals

5

4

3

2

1

L educate the public about
music activities in general

5

4

3

2

1

M reward achievements of
music professionals

5

4

3

2

1

N recognise and promote talent in
all music forms

5

4

3

2

1

5

4

3

2

1

O

provide managerial advice to
the music community

9. C o n t
This time state how important
y o u think
it is that the Performing Arts B o a r d should:
Very
important

P

provide leadership on social
issuesrelatingto music

Q

promote Australia's musical
heritage

R

inform the music community
about its role

S

promote Australian music and
music performance overseas

Quite
important

Not very
Of no
important importance

No
idea

This information will be treated confidentially.Your answers will be added together with others
so that individual answers will not be disclosed.No organisation will be identified in any
publication or report of this study.

T h a n k y o u very m u c h for y o u r participation.
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Appendix 3

PERCENTAGE OF RESPONDENTS #

There are groups and organisations in Australia who contribute to the musical life of the country, som
through performance, s o m e through sponsorship and s o m e through a combination of both.
In your opinion, how much influence does each of the following have at present and how
much influence should they have in shaping the musical preferences of the general public?

A lot of
influence

Item

Type of Respondents

A. Community Arts Councils and
Centres
(i) presently have
(ii) should have
B.
A B C and Community Radio
(i) presently have
Oi) should have
C.
Commercial Radio
0)
presently have
(ii) should have
D.
A B C and SBS Television
(i) presendy have
(ii) should have
E.
Commercial Television
(i) presently have
(ii) should have
Australian based Music Publishers
F.
(including local subsidiaries)
(i) presendy have
(ii) should have
G. Commercial Recording Companies
(i) presendy have
(ii) should have
H. Primary Schools
(i) presendy have
(ii) should have
I. Secondary Schools
(f) presendy have
(ii) should have
Private Music Teachers
J.
(i) presendy have
(ii) should have
K. Amateur Musicians
(0
presendy have
(ii) should have
L. National Music Organisations
(e.g. Musica Viva)
CO
presendy have
(ii) should have

A fair
A small
No
amount
amount influence
of influence of influence

O

M

O

M

O

No
Idea

O

M

M

6
18

5
22

20
52

20
41

47
18

46
17

9
0

7
1

18
12

14
38

19
41

39
48

37
41

41
9

39
9

2
2

2
2

56
5

53
12

13
40

20
34

17
44

15
39

9
3

9
40

14
37

34
41

32
43

50
15

45
12

45
11

47
11

17
32

19
28

22
46

3
27

7
26

7
31

17
38

47
20

39
14

21
31

4
37

7
40

3
38

No. of
respondents

O

M

O

M

22
19

94
94

186
186

4
3

3
7

94
94

186
186

5
6

5
8

7
9

94
94

186
186

1
0

5
2

6
4

4
6

94
94

186
186

16
41

10
6

11
9

6
5

7
11

94
94

186
186

48
23

39
14

19
5

14
3

23
14

23
19

94
94

186
186

25
33

18
30

14
31

2
8

5
6

12
11

17
16

94
94

186
186

15
36

20
32

56
16

49
20

10
3

18
3

15
8

6
5

94
94

186
186

6
42

18
41

30
41

64
14

47
11

5
1

10
2

10
6

7
4

94
94

185
185

4
23

12
29

21
40

33
40

60
27

40
22

4
3

10
2

11
7

5
7

94
94

185
185

2
11

3
14

17
41

19
37

63
37

61
39

10
4

12
2

8
7

5
8

94
94

186
186

13
25

10
25

39
51

38
43

37
16

34
16

0
0

5
2

11
8

13
14

94
94

186
186
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Percentage of Respondents cont.
In your opinion, h o w m u c h influence does each of the following have at present a n d h o w
much influence should they have in shaping the musical preferences of the general public?

A lot of
influence

Item

T y p e of Respondents

M.

National Music Associations
(e.g. Aust, Folk Trust)
(i) presendy have
(ii) should have
State and Regional Music
Organisations (e.g. Orchestras)
CO
presendy have
(ii) should have
State and Regional Music
Associations (e.g. Band Assoc, of
NSW)
CO
presendy have
(ii) should have
State Governments and Authorities
(i) presendy have
(ii) should have
The Australia Council
(0
presendy have
(ii) should have
The Performing Arts Board
CO
presendy have
(ii) should have
Corporate Sponsors
(i) presendy have
(ii) should have

N.

0.

Q.

R.

S.

A fair
A small
No
amount
amount
influence
of influence of influence

O

M

1
12

3
12

11
43

13
35

53
32

47
28

7
25

12
34

37
46

32
42

34
17

41
15

2
15

5
17

18
29

18
33

52
33

44
28

10
22

6
18

23
32

14
26

39
26

18
28

6
19

37
43

19
31

16
25

8
28

35
45

10
19

11
14

13
24

# Respondents O = Organisations; M = Musicians.

O

M

O

M

O

No
Idea

M

8
2

No. of
respondents

O

M

O

M

10
3

27
11

27
22

94
94

186
186

8
2

19
11

7
7

94
94

186
186

7
3

12
4

21
10

21
18

94
94

186
186

35
23

14
14

22
15

14
6

23
18

94 186
94 186

23
18

33
23

6
4

9
2

16
7

33
25

94 186
94 186

21
35

31
18

34
19

4
4

7
2

14
8

30
16

94 186
94 186

19
27

53
31

36
28

9
16

7
13

15
10

27
18

94 186
94 186
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PERCENTAGE OF RESPONDENTS #
The Performing Arts Board is responsible for a number of music programs and activities.
In your opinion how well does the Performing Arts Board:
Very
well

Quite
well

Not

Not very
well

Not

at all

No

relevant

idea

M

O

No. of
respondents

Type of Respondents

O
A. provide income support for
music professionals
B. enhance the level of public
support for music activity in
Australian society
C. encourage diversity, and
innovation in music
D. equitably distribute its financial
sponsorship to individuals,
groups and organisations
E. monitor die impact of its
musk funding programs
F. provide support for research in
the music area
G. represent the needs of the
music
community
to
government
H. balance the needs of the music
community with those of other
performing arts (dance, drama
etc)
I. secure business and industry
support for music
J. protect the industrial and
pubUcationrightsof musicians
K. enhance work opportunities for
music professionals
L. educate the public about music
activities in general
M. reward achievements of music
professionals
N. recognise and promote talent in
all music forms
0. provide managerial advice to
the music community
P • provide leadership on social
issues relating to music
Q. promote Australia's musical
heritage
R- inform the music community
about its role

M

O

M

O

M

O

M

O

1

32

13

39

33

4

1

32

19

37

36

9

6

15

3

48

28

18

21

5

4

2

28

10

29

25

11

.5 21

9

30

5

.5 15

11

29

2

0

M

O

M

1

21

47

94

186

2

1

16

37

94

186

6

1

0

13

42

94

186

18

10

2

0

19

53

94

186

24

1

6

1

.5 36

60

94

185

35

22

6

7

3

36

60

94

186

15

31

28

6

10

2

.5 30

47

94

186

33

19

30

24

0

1

26

49

94

186

0

1

5

11

37

24

22

10

3

1

33

53

94

186

2

2

26

16

15

15

8

10

6

2

43

55

94

186

3

1

33

12

33

33

8

12

4

1

19

41

94

186

1

2

17

18

43

29

18

17

4

2

17

32

94

186

6

3

28

14

30

26

12

8

4

1

20

48

94

186

3

2

26

16

40

30

8

8

3

2

20

42

94

186

6

1

22

9

29

20

16

13

4

2

23

55

94

186

2

0

6

7

31

18

25

18

11

4

25

53

94

186

6

4

28

17

34

31

6

5

6

1

20

42

94

186

5

2

26

7

37

43

14

25

2

1

16

22

94

186

5

23

15

32

26

33

43

94

186

S • promote Australian music and
music performance overseas
7

# Respondents O = Organisations; M = Musicians.

PERCENTAGE OF RESPONDENTS #
Here is the list of music activities again.
This time state how important you think it is that the Performing Arts Board should:
Very Quite Not very Of no No No. of
important important important importance
Type of
Item
Respondents
O
M
O
M
O
M
O
M
A. provide income support
for music professionals
B. enhance the level of
public support for music
activity in Australian
society
C. encourage diversity, and
innovation in music
D. equitably distribute its
financial sponsorship to
individuals, groups and
organisations
E. monitor the impact of
its music funding
programs
F. provide support for
research in the music
area
G. represent the needs of
the music community to
government
H. balance the needs of the
music community with
those of other
performing arts (dance,
drama etc)
I. secure business and
industry support for
music
J. protect the industrial and
publication rights of
musicians
K. enhance work
opportunities for music
professionals
L. educate the public about
music activities in
general
M. reward achievements of
music professionals
N. recognise and promote
talent in all music forms

idea

respondents

O

M

O

M

29

41

47

35

18

15

1

3

5

6

94

186

60

67

31

25

5

2

0

0

4

6

94

186

61

54

28

33

8

6

0

1

3

6

94

186

67

54

23

28

1

59

62

31

27

5

39

39

36

34

18

69

59

21

28

3

58

46

45

45

50

36
64

53

61

61

67

71

47
67

27

35

32

36

33

37
24

32

26

27

25

18

8

1

0

8

10

94 186

5

0

0

5

6

94

185

8

2

2

5

7

94

186

5

1

2

6

6

94

185

7

3

2

5

6

94

186

6

1

1

5

6

94

186

3

4

3

6

6

94

186

3

1

1

3

4

94

186

4

1

1

3

6

94

186

2

3

2

7

7

94

186

12
2

0

1

3

5

94

186

18

7

13

13

15

13

32

17

25

9

Percentage of Respondents cont.
Hoe is the list of music activities again.
This time state how important you think it is that the Performing Arts Board should:
Very Quite Not very Of no No No. of
important important important importance

idea

respondents

Type of
Item Respondents OMOMOMOM OMOM
0. provide managerial
advice to the music
community
P. provide leadership on
social issues relating to
music
Q. promote Australia's
musical heritage
R. inform the music
community about its
role
S. promote Australian
musicandmusic
performance overseas

34

42

42

40

18

9

1

3

5

6

94

186

35

29

21

33

28

26

9

4

7

8

94

186

52

52

33

31

9

9

2

3

4

5

94

186

53

66

30

21

10

6

3

2

4

5

94

186

51

72

35

22

9

1

2

0

3

5

94

172

# Respondents O = Organisations; M = Musicians.

APPENDIX 4

Dear Director
I would appreciate a few moments of your valuable time to ask if you would participate
in a survey I a m conducting as a research m e m b e r of the Education Policy Program of
the University of Wollongong.

The survey is part of a major project on the musical life of Australia and will result i
published findings that will have significance for all music professionals. A s a fellow
music professional I urge you to take a few moments to fill out the enclosed
questionnaire. Your response is very important and highly valued.
Basically there are two issues I would like your general opinion about:
(i) who you think contributes most to the musical life of the country;
and
(ii) how well you think the Performing Arts Board conducts its music
programs and activities.
I would like to assure you that all responses will be treated confidentially.
If you have any queries about the survey please do not hesitate to contact me direct on
042 213 250 or leave a message on 042 213 961.
Thank you for your time and help. I look forward to receiving your completed
questionnaire.

Yours sincerely

Nita Temmerman.
April 1991

End

APPENDIX 5
Table 1: Employed Persons by Detailed Occupation
- Musicians, Composers and Related Professionals*

% of Australian
adult population
(20+ years)

state

No.

%

N e w South Wales

2136

32

34

Victoria

1054

16

26

Queensland

1532

23

17

South Australia

786

12

Western Australia

616

9

9

Tasmania

371

6

3

Northern Territory

8.5

1

Australian Capital Territory

102

2

Source of data, A B S Labour Force Estimates, 1986.

1.5

410

APPENDIX 6

Table 2: A Summary of Survey Responses for Musicians
and Music Teachers*

State

No. in
Survey

No. of Respondents

Response Rate %

Observed

Expected

2647

378

437

14

29.5

Queensland

141

42

23

30

3

New South
Wales/ACT

3320

526

548

16

41

832

162

137

19

13

199

54

33

27

4

631

120

104

19

9.5

7770

1282

1282

Victoria

Western
Australia/NT

State
Sample

National
Sample

South Australia
Tasmania

Total

16.5

100

Source of data, Guldberg, H. (1987) The Australian Music Industry, p. 273.

APPENDIX 7
Table 3: Distribution of Musicians According to State of
Residence:Observed and Expected Frequencies of
Respondents and Non-respondents

QLD

VICT

NSW

SA

WA

Total

TAS

Obser Expec Obser Expec Obser-Expec Obser Expec Obser Expec Obser Expec
-ved
-ted -ved -ted
ved
-ted -ved
-ted -ved
-ted -ved
-ted

Respondent

79

76

42

39

35

39

24

23

21

22

8

10

209

NonRespondent

211 214

108 111

115 111

63

64

64

63

30

28

591

Total

290 290

150 150

150 150

87

87

85

85

38

38

800

X2

= 1.69,

df = 5,

p = > 0.80

APPENDIX 8
Table 4: Distribution of Musicians by Sex: Observed and
Expected Frequencies of Respondents and Non-respondents

Music Teachers

Total

Other Music
Professionals

Total

Male Female Male Female
Observ Expec Observ Expec Observ Expec Observ Expect
-ed
-ted
-ed
-ted
-ed

-ted

-ed

-ed

Sample
Returned

22

26

92

88

114

64

71

31

24

95

Non
Returned

69

65

217

220

286

236

229

69

76

305

Total
Sent

91

91

309

309

400

300

300

100

100

400

APPENDIX 9

Table 5: Estimated Number of Private Music Teachers
and Musicians at the end of 1985*

Total

Musicians

Private Music
Teachers
Estim
-ated

Estim
-ated

Estim
-ated

No.

No.

No.

%

Male

Female

%

%

Female

Female

Male

Female

NSW

425

1057

71

2073

591

22

4146

40

VIC

251

760

75

919

303

25

2233

48

OLD

136

538

79

665

235

26

1574

49

SA

97

297

75

266

211

44

871

58

WA

82

270

76

465

139

23

491

43

TAS

33

98

74

144

55

28

330

46

NT

5

22

81

32

3

8

62

40

ACT

50

141

73

89

58

39

338

58

Total

1079

3183

4653

1595

10510

45

State

Female

75.5

25.5

* Source: Guldberg, H. (1987) The Australian Music Industrv. p. 42.

APPENDIX 10

Table 6: Age Distribution of Musicians*

Age Group (Years)

%

Under 20

3

20-24

6

25-29

15

30-34

19

35-39

17

40-44

10

45-54

16

55-64

10

65+

Mean Age (Years)

4

39

* Source: Throsby, D. & Mills, D. (1989) When Are Yon poing To Get

APPENDIX 11
Table 7: Distribution of Weekly Hours Worked at
Principal Artistic Occupation by Musicians*

Hours Per Week

%

0-9

28

10-19

19

20-29

18

30-39

12

40-49

12

50-59

6

60-69

4

70+

1

Total

100

Mean Hours (per week) 23

* Source of data: Throsby, D. & Mills, D. (1989) When Are You going To Get A Real Job?
p. 38.

APPENDIX 12
Table 8: Sources of Income for Musicians and
Private Music Teachers*

Source
Fees and Commissions

Musicians
10.7

Grants

0.3

Copyright

1.3

Salaries and Wages
Other

%

Private Music Teachers %
73#

25

84.1

3.6

2#
100

Total

100

* Source of date: Guldberg, H. (1987) The Australian Music Industry, p. 75.
# This figure is divided into 7 0 % for student fees and 3 % for commissions.
The 2 % includes some grants.

APPENDIX 13

Table 9: Sources of Primary Creative Income for
Musicians: 1986/87*

Source

% of Total
Primary Creative
Income

Salaries and Wages

80

Sales
Fees, Commissions

14

Royalties, Copyright PLR

2

Grants, Prizes

2

Total

100

* Source of data: Throsby, D. & Mills, D. (1989) When Are You Going To Get A Real Job?
p. 39.
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List of Interview Participants.
All interviews were conducted in October and November 1991 with senior executives
from:
A B C , Television Arts and Entertainment

Boosey and Hawkes

Sounds Australian

The Australian Chamber Orchestra
The Australian Opera

The Australian Opera and Ballet Orchestra

The Sydney Ensemble

The Victorian Rock Foundation

APPENDIX 15
Table 10: M e a n Influence Rating* of Groups for
Musicians by State of Residence

NSW

SA

QLD

WA

TAS

Item Pres Expd Pres Expd Pres Expd Pres Expd
Infl Infl Infl Infl Infl Infl Infl Infl

Total
Mus
(N =
186)

VIC

Pres Expd Pres Expd Pres Expd
Infl Infl Infl Infl Infl Infl
#
#

A

2.2

3.0

2.5

3.2

2.3

3.1

2.5

3.2

2.3

3.1

2.2

2.9

2.3

3.1

B

2.9

3.1

3.0

3.3

2.7

3.3

3.0

3.5

2.7

3.4

2.8

3.3

2.8

3.3

C

3.5

2.7

3.4

2.6

3.3

2.4

3.4

2.3

3.2

2.4

3.2

2.5

3.3

2.5

D

2.6

3.1

2.8

3.3

2.7

3.2

2.8

3.4

2.5

3.2

2.5

3.0

2.6

3.2

E

3.1

3.0

3.5

2.3

3.3

2.6

3.5

2.4

3.0

2.7

3.1

2.3

3.2

2.5

F

2.5

3.3

2.2

3.1

2.3

3.0

2.2

3.0

2.2

3.1

2.4

3.3

2.3

3.1

G

3.4

2.8

3.1

2.6

3.2

2.7

3.2

2.7

3.1

2.6

3.4

2.9

3.2

2.7

H

2.2

3.6

2.1

2.9

2.1

3.1

2.4

3.7

2.6

3.2

2.0

3.0

2.1

3.2

I

2.3

3.5

2.2

3.2

2.3

3.3

2.8

3.5

2.3

3.2

2.1

3.3

2.3

3.3

J

3.0

3.0

2.2

2.9

2.4

3.1

2.2

3.2

2.5

3.0

2.3

3.0

2.4

3.0

K

2.3

2.9

2.3

2.9

2.1

3.0

2.2

3.1

2.2

3.0

2.3

3.2

2.2

3.0

L

2.7

3.1

2.5

3.0

2.5

3.0

2.4

3.0

2.4

3.1

2.7

3.1

2.6

3.0

M

2.2

2.7

2.0

2.7

2.1

2.8

2.1

2.9

2.0

2.6

2.2

2.7

2.1

2.7

N

2.6

3.2

2.4

3.2

2.5

3.3

2.6

3.2

2.4

3.1

2.5

3.4

2.5

3.2

0

2.2

2.8

2.4

2.9

2.2

2.9

2.1

2.9

2.2

2.8

2.2

2.7

2.2

2.8

P

2.1

2.6

2.1

2.7

2.3

2.6

2.2

2.7

2.0

2.7

2.2

2.6

2.1

2.6

Q

2.5

3.1

2.2

2.7

2.4

2.9

2.3

2.7

2.2

2.7

2.5

3.0

2.4

2.9

R

2.6

3.2

2.3

2.9

2.4

2.9

2.3

2.9

2.2

2.8

2.5

3.1

2.4

3.0

S

2.5

2.7

2.6

2.6

2.6

2.6

2.4

2.6

2.3

2.5

2.4

2.6

2.5

2.6

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence.
# Pres Infl = Present m e a n influence rating; Expd Infl = Expected mean influence rating.

APPENDIX 16
Table 11: Mean Influence Rating* of Groups for Musicians by Sex
Male Female Total Musicians
(N = 186)
Item Present Expected Present Expected Present Expected
Influence
Influence
Influence Influence

Influence

Influence

A

2.4

3.1

2.3

3.2

2.3

3.1

B

2.9

3.2

2.7

3.4

2.8

3.3

C

3.3

2.6

3.3

2.4

3.3

2.5

D

2.5

3.1

2.7

3.3

2.6

3.2

E

3.3

2.4

3.1

2.4

3.2

2.4

F

2.3

3.2

2.3

3.0

2.3

3.1

G

3.3

2.8

3.1

2.6

3.2

2.7

H

2.3

3.0

2.0

3.4

2.1

3.2

I

2.4

3.2

2.2

3.4

2.3

3.3

J

2.5

2.8

2.3

3.2

2.4

3.0

K

2.2

3.0

2.2

3.0

2.2

3.0

L

2.5

3.0

2.7

3.0

2.6

3.0

M

2.0

2.6

2.2

2.8

2.1

2.7

N

2.6

3.3

2.4

3.1

2.5

3.2

0

2.3

2.9

2.1

2.7

2.2

2.8

P

2.1

2.1

2.1

2.1

2.1

2.6

Q

2.4

2.8

2.4

3.0

2.4

2.9

R

2.4

3.0

2.4

3.0

2.4

3.0

S

2.6

2.5

2.4

2.6

2.5

2.6

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence.
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Table 12: Mean Influence Rating* of Groups for Musicians by A
1B„

_r Total
18-34 Years
(N = 186)

35-49 Years

50+ Years

Musicians

Item Present Expected Present Expected Present Expected Present Expected
Influence Influence Influence Influence Influence Influence Influence Influence

A

2.2

3.0

2.4

3.2

2.4

3.1

2.3

3.1

B

2.8

3.1

2.8

3.4

2.7

3.5

2.8

3.3

C

3.2

2.6

3.4

2.5

3.4

2.4

3.3

2.5

D

2.7

3.2

2.6

3.1

2.6

3.3

2.6

3.2

E

3.4

2.4

3.1

2.4

3.0

2.3

3.2

2.4

F

2.2

3.1

2.4

3.2

2.4

3.0

2.3

3.1

G

3.1

2.7

3.2

2.7

3.4

2.6

3.2

2.7

H

2.0

3.2

2.2

3.0

2.2

3.1

2.1

3.2

I

2.0

3.2

2.4

3.4

2.4

3.2

2.3

3.3

J

2.5

2.8

2.5

3.2

2.2

3.1

2.4

3.0

K

2.3

2.8

2.2

3.2

2.0

3.1

2.2

3.0

L

2.5

3.1

2.7

3.1

2.5

3.0

2.6

3.0

M

2.0

2.6

2.1

2.7

2.2

2.8

2.1

2.7

N

2.7

3.3

2.5

3.2

2.4

3.1

2.5

3.2

0

2.1

2.8

2.2

2.7

2.3

2.8

2.2

2.8

P

2.1

2.5

2.0

2.7

2.1

2.6

2.1

2.6

Q

2.3

2.8

2.5

3.0

2.3

2.9

2.4

2.9

R

2.3

3.0

2.5

3.0

2.3

2.9

2.4

3.0

S

2.3

2.7

2.5

2.7

2.6

2.4

2.5

2.6

* Based on a 4 point rating scale from 1 = No Influence to 4 = A Lot of Influence.

APPENDIX 18
Table 13: Mean Influence Rating* of Groups for Musicians
by Main Music Activity

Music Teachers

Other Music
Professionals

Total Musicians
(N = 186)

Item Present Expected Present Expected Present Expected
Influence
Influence
Influence
Influence
Influence

Influence

A

2.2

3.0

2.4

3.3

2.3

3.1

B

2.7

3.3

2.9

3.3

2.8

3.3

C

3.3

2.4

3.3

2.6

3.3

2.5

D

2.6

3.2

2.7

3.2

2.6

3.2

E

3.2

2.3

3.2

2.6

3.2

2.4

F

2.2

3.0

2.4

3.2

2.3

3.1

G

3.1

2.6

3.3

2.9

3.2

2.7

H

2.3

3.7

1.9

2.8

2.1

3.2

I

2.5

3.4

2.2

3.2

2.3

3.3

J

2.5

3.5

2.3

2.6

2.4

3.0

K

2.2

3.3

2.1

2.6

2.2

3.0

L

2.6

3.0

2.6

3.1

2.6

3.0

M

2.0

2.7

2.2

2.7

2.1

2.7

N

2.4

3.1

2.6

3.3

2.5

3.2

0

2.1

2.7

2.4

2.9

2.2

2.8

P

2.0

2.6

2.2

2.7

2.1

2.6

Q

2.3

2.9

2.6

2.9

2.4

2.9

R

2.3

2.9

2.5

3.1

2.4

3.0

S

2.4

2.5

2.6

2.8

2.5

2.6

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence.
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Table 14: Mean Influence Rating* of Groups for Musicians by
Number of Years Spent Working in Main Music Activity
Total
U p to 10
Years

10-20 Years

20+ Years

Musicians
(N = 186)

Item Present Expected Present Expected Present Expected Present Expected
Influence Influence Influence Influence Influence Influence Influence Influence

A

2.1

3.0

2.4

3.0

2.5

3.3

2.3

3.1

B

2.6

3.2

2.8

3.2

2.9

3.4

2.8

3.3

C

3.5

2.6

3.2

2.5

3.2

2.4

3.3

2.5

D

2.4

3.0

2.6

3.2

2.7

3.3

2.6

3.2

E

3.4

2.6

3.1

2.4

3.1

2.3

3.2

2.4

F

2.4

3.3

2.3

3.1

2.3

3.0

2.3

3.1

G

3.4

2.9

3.1

2.7

3.1

2.6

3.2

2.7

H

2.3

3.2

2.1

3.3

2.0

3.1

2.1

3.2

I

2.4

3.4

2.2

3.4

2.2

3.1

2.3

3.3

J

2.4

2.9

2.3

3.2

2.4

3.0

2.4

3.0

K

2.3

2.9

2.2

3.2

2.0

3.0

2.2

3.0

L

2.5

2.9

2.5

3.1

2.8

3.1

2.6

3.0

M

2.0

2.7

2.1

2.6

2.2

2.7

2.1

2.7

N

2.5

3.1

2.4

3.4

2.7

3.2

2.5

3.2

0

2.3

2.8

2.2

2.9

2.2

2.8

2.2

2.8

P

2.0

2.7

2.0

2.5

2.3

2.6

2.1

2.6

Q

2.5

2.7

2.3

2.9

2.3

3.1

2.4

2.9

R

2.5

2.7

2.4

3.1

2.4

3.1

2.4

3.0

S

2.4

2.7

2.5

2.5

2.7

2.4

2.5

2.6

* Based on a 4 point rating scale from 1 No
= Influence to 4 = A Lot of Influence.

APPENDIX 20
Table 15: M e a n Influence Rating* of Groups for Musicians by
Number of Hours Per W e e k Normally Spent on Main Music Activity
Part time
(up to 25 hours)

Full time
(25+ hours)

Total Musicians
(N = 186)

Item Present Expected Present Expected Present Expected
Influence
Influence Influence Influence
Influence

Influence

A

2.2

3.1

2.4

3.1

2.3

3.1

B

2.7

3.4

2.9

3.2

2.8

3.3

C

3.2

2.3

3.4

2.7

3.3

2.5

D

2.5

3.3

2.7

3.1

2.6

3.2

E

3.3

2.2

3.1

2.6

3.2

2.4

F

2.2

3.0

2.4

3.2

2.3

3.1

G

3.3

2.5

3.1

2.9

3.2

2.7

H

2.0

3.3

2.2

3.1

2.1

3.2

I

2.4

3.3

2.2

3.3

2.3

3.3

J

2.3

3.1

2.5

2.9

2.4

3.0

K

2.1

3.1

2.3

2.9

2.2

3.0

L

2.5

2.9

2.7

3.1

2.6

3.0

M

2.1

2.7

2.1

2.7

2.1

2.7

N

2.4

3.1

2.6

3.3

2.5

3.2

0

2.3

2.6

2.1

3.0

2.2

2.8

P

2.2

2.6

2.0

2.6

2.1

2.6

Q

2.3

2.8

2.5

3.0

2.4

2.9

R

2.3

2.9

2.5

3.1

2.4

3.0

S

2.5

2.4

2.5

2.8

2.5

2.6

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence.

APPENDIX 21
Table 16: M e a n Influence Rating* of Groups for Musicians
by Sources of Income
Employed
Self Employed

(Salary/Wage)

Item Present Expected Present Expected Present Expected
Influence
Influence Influence
Influence

Total Musicians
(N = 186)
Influence

Influence

A

2.4

3.2

2.2

3.0

2.3

3.1

B

2.9

3.4

2.7

3.2

2.8

3.3

C

3.4

2.6

3.2

2.5

3.3

2.5

D

2.6

3.2

2.6

3.2

2.6

3.2

E

3.3

2.5

3.1

2.3

3.2

2.4

F

2.4

3.3

2.2

3.0

2.3

3.1

G

3.4

2.8

3.1

2.6

3.2

2.7

H

2.0

3.1

2.3

3.4

2.1

3.2

I

2.2

3.2

2.5

3.5

2.3

3.3

J

2.4

2.9

2.4

3.1

2.4

3.0

K

2.3

3.0

2.1

3.0

2.2

3.0

L

2.7

3.2

2.5

2.9

2.6

3.0

M

2.1

2.7

2.1

2.7

2.1

2.7

N

2.7

3.2

2.4

3.2

2.5

3.2

0

2.3

2.8

2.1

2.8

2.2

2.8

P

2.0

2.7

2.2

2.5

2.1

2.6

Q

2.5

3.0

2.3

2.8

2.4

2.9

R

2.5

3.1

2.3

2.9

2.4

3.0

S

2.7

2.8

2.4

2.5

2.5

2.6

* Based on a 4 point rating scale from 1 = No Influence to 4 = A Lot of Influence.
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Table 17: Mean Influence Rating* of Groups for Musicians
by Receipt/Non-receipt of a Board Grant
Yes No Total Musicians
(N = 186)
Item Present Expected Present Expected Present Expected
Influence
Influence
Influence
Influence
Influence

Influence

A

2.4

3.2

2.2

3.0

2.3

3.1

B

2.8

3.2

2.8

3.4

2.8

3.3

C

3.3

2.6

3.3

2.4

3.3

2.5

D

2.7

3.2

2.5

3.2

2.6

3.2

E

3.2

2.5

3.2

2.3

3.2

2.4

F

2.4

3.3

2.2

3.0

2.3

3.1

G

3.4

2.8

3.1

2.6

3.2

2.7

H

2.1

3.1

2.1

3.4

2.1

3.2

I

2.3

3.2

2.3

3.4

2.3

3.3

J

2.3

3.0

2.5

3.1

2.4

3.0

K

2.3

2.9

2.1

3.1

2.2

3.0

L

2.7

3.1

2.5

3.0

2.6

3.0

M

2.2

2.8

2.0

2.6

2.1

2.7

N

2.6

3.3

2.4

3.1

2.5

3.2

0

2.3

2.9

2.1

2.7

2.2

2.8

P

2.2

2.6

2.0

2.6

2.1

2.6

Q
R

2.6

3.0

2.3

2.9

2.4

2.9

2.6

3.0

2.3

3.0

2.4

3.0

S

2.5

2.7

2.5

2.5

2.5

2.6

Based on a 4 point rating scale from 1= N o Influence to 4 = A Lot of Influence.
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Table 18: Mean Influence Rating* of Groups for
Organisations by Size
Total
Large

Moderate

Small

Organisations
(N = 94)

Item Present Expected Present Expected Present Expected Present Expected
Influence Influence Influence Influence Influence Influence Influence Influence

A

2.4

3.1

2.2

3.1

2.2

2.9

2.3

3.0

B

2.6

3.5

2.8

3.3

2.6

3.0

2.7

3.3

C

3.6

2.6

3.1

2.5

3.1

2.5

3.2

2.5

D

2.5

3.3

2.7

3.4

2.5

3.2

2.6

3.3

E

3.5

2.4

3.0

2.5

2.7

2.5

3.0

2.5

F

2.3

3.1

2.0

2.9

1.9

2.9

2.0

3.0

G

3.4

2.7

3.3

2.9

3.2

2.5

3.3

2.7

H

2.3

3.4

2.1

3.1

2.1

3.1

2.2

3.2

I

2.1

3.4

2.3

3.4

2.3

3.1

2.2

3.3

J

2.4

3.1

2.2

2.9

2.2

2.9

2.3

3.0

K

2.3

2.8

2.0

2.5

2.1

2.8

2.1

2.7

L

2.5

3.3

2.8

3.0

2.8

3.0

2.7

3.1

M

2.0

2.9

2.3

2.7

2.0

2.6

2.1

2.7

N

2.7

3.2

2.6

3.0

2.4

3.0

2.6

3.1

0

2.3

2.8

2.2

2.5

2.0

2.7

2.2

2.7

P

2.3

2.8

2.4

2.6

2.2

2.4

2.3

2.6

Q

2.8

3.1

2.8

2.8

2.8

3.0

2.8

3.0

R

2.8

3.2

2.7

2.9

2.6

2.9

2.7

3.0

S

2.5

2.6

2.3

2.4

2.2

2.4

2.3

2.5

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence
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Table 19: Mean Influence Rating* of Groups for Organisations
by Main Music Activity
Traditionalist Populist Total
Organisations
(N = 94)
Item Present Expected Present Expected Present Expected
Influence
Influence Influence
Influence

Influence

Influence

A

2.3

3.0

2.3

3.1

2.3

3.0

B

3.0

3.4

2.3

3.2

2.7

3.3

C

3.2

2.5

3.2

2.0

3.2

2.5

D

2.7

3.4

2.5

3.2

2.6

3.3

E

3.1

2.5

2.9

2.6

3.0

2.5

F

2.1

3.1

1.9

2.9

2.0

3.0

G

3.4

2.8

3.2

2.6

3.3

2.7

H

2.3

3.3

2.1

3.1

2.2

3.2

I

2.3

3.4

2.1

3.2

2.2

3.3

J

2.4

3.1

2.2

2.9

2.3

3.0

K

2.3

2.9

2.0

2.6

2.1

2.7

L

2.9

3.3

2.7

3.0

2.7

3.1

M

2.2

2.9

2.0

2.6

2.1

2.7

N

2.7

3.3

2.5

3.0

2.6

3.1

0

2.3

2.7

2.1

2.7

2.2

2.7

P

2.3

2.8

2.4

2.6

2.3

2.6

Q

3.0

3.3

2.7

3.0

2.8

3.0

R

2.9

3.3

2.6

3.0

2.7

3.0

S

2.4

2.7

2.2

2.4

2.3

2.5

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence
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Table 20: Mean Influence Rating *of Groups for
Organisations by Percentage of Funding Received From the Australia
Council
Total
1 - 49%

0%

50 - 100%

Organisations
(N = 94)

Item Present Expected Present Expected Present Expected Present Expected
Influence Influence Influence Influence Influence Influence Influence Influence

A

2.4

3.0

2.4

3.0

2.2

3.0

2.3

3.0

B

2.8

3.3

2.8

3.3

2.6

3.3

2.7

3.3

C

3.2

2.6

3.1

2.6

3.4

2.4

3.2

2.5

D

2.6

3.3

2.7

3.5

2.4

3.2

2.6

3.3

E

3.0

2.6

2.9

2.5

3.2

2.5

3.0

2.5

F

1.9

2.9

2.0

3.1

2.2

2.9

2.0

3.0

G

3.3

2.7

3.1

2.6

3.4

2.9

3.3

2.7

H

2.3

3.2

2.1

3.1

2.1

3.3

2.2

3.2

I

2.3

3.2

2.1

3.2

2.1

3.4

2.2

3.3

J

2.4

3.0

2.2

2.9

2.2

3.2

2.3

3.0

K

2.0

2.6

2.1

2.7

2.0

2.8

2.1

2.7

L

2.7

3.0

2.8

3.0

2.6

3.2

2.7

3.1

M

1.9

2.7

2.1

2.6

2.2

2.9

2.1

2.7

N

2.6

3.1

2.8

2.9

2.5

3.2

2.6

3.1

O

2.1

2.6

2.3

2.6

2.3

2.8

2.2

2.7

P

2.5

2.5

2.3

2.5

2.2

2.7

2.3

2.6

Q

2.6

2.8

2.9

3.1

2.8

3.0

2.8

3.0

R

2.6

2.9

2.9

3.1

2.6

3.1

2.7

3.0

S

2.1

2.4

2.3

2.6

2.4

2.5

2.3

2.5

* Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence
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Table 21: M e a n Influence Rating* of Groups for Organisations by
Years of Establishment

Up to 5 Years
Item

5 - 20 Years

20+ Years

Total
Organisations
(N = 94)

Present Expected
Present Expected
Present Expected
Present Expected
Influence Influence Influence Influence Influence
Influence Influence Influence

A

2.3

3.2

2.5

3.1

2.0

2.6

2.3

3.0

B

2.8

3.8

2.7

3.2

2.7

3.0

2.7

3.3

C

3.3

2.6

3.2

2.4

3.1

2.4

3.2

2.5

D

2.7

3.8

2.6

3.1

2.3

3.1

2.6

3.3

E

3.1

2.7

3.0

2.5

3.1

2.4

3.0

2.5

F

2.4

3.3

1.8

3.2

1.8

2.4

2.0

3.0

G

3.2

2.8

3.2

2.6

3.4

2.6

3.3

2.7

H

2.4

3.7

2.2

3.0

1.9

3.0

2.2

3.2

I

2.5

3.8

2.1

3.1

2.1

3.1

2.2

3.3

J

2.4

3.4

2.2

2.7

2.3

2.9

2.3

3.0

K

2.2

2.9

2.0

2.6

2.0

2.6

2.1

2.7

L

2.9

3.3

2.6

3.0

2.7

3.1

2.7

3.1

M

2.3

3.1

2.0

2.6

1.9

2.5

2.1

2.7

N

2.5

3.3

2.7

3.0

2.5

3.0

2.6

3.1

0

2.3

2.9

2.1

2.7

2.1

2.6

2.2

2.7

P

2.4

2.8

2.2

2.5

2.2

2.5

2.3

2.6

Q

2.7

3.2

2.7

3.0

3.0

2.9

2.8

3.0

R

2.7

3.2

2.6

3.0

2.8

2.9

2.7

3.0

S

2.5

2.7

2.2

2.5

2.2

2.4

2.3

2.5

Based on a 4 point rating scale from 1 = N o Influence to 4 = A Lot of Influence

APPENDIX 27
Table 22: Mean Effectiveness Rating* of the Performing Arts Board
for Musicians by State of Residence

NSW

WA

QLD

SA

TAS

VIC

Total
Musicians
(N = 186)

A

2.1

2.1

2.2

2.2

2.3

2.1

2.2

B

2.2

2.1

2.3

2.1

2.2

2.3

2.2

C

2.4

2.4

2.6

2.6

2.5

2.5

2.5

D

2.2

2.1

2.0

2.1

2.1

1.9

2.1

E

2.2

2.1

2.1

2.0

2.1

1.9

2.1

F

2.1

2.2

2.1

2.0

2.1

2.1

2.1

G

1.9

2.2

2.0

2.2

2.1

2.0

2.1

H

2.3

2.4

2.3

2.4

2.5

2.4

2.4

I

1.9

2.0

2.0

2.1

2.1

1.9

2.0

J

2.3

2.2

2.0

2.2

2.3

2.0

2.2

K

2.1

2.0

2.0

1.9

2.0

1.9

2.0

L

2.1

2.0

1.9

1.9

2.0

2.0

2.0

M

2.3

2.1

2.3

2.1

2.2

2.0

2.2

N

2.2

2.3

2.2

2.2

2.2

2.0

2.2

0

2.2

1.9

1.9

1.9

2.0

2.0

2.0

P

1.9

1.7

1.9

1.7

1.8

1.8

1.8

Q
R

2.4

2.3

2.2

2.5

2.5

2.4

2.4

2.0

1.7

1.8

1.8

1.8

1.8

1.8

S

2.3

2.3

2.2

2.4

2.3

2.2

2.3

Item

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 28

Table 23: M e a n Effectiveness Rating*of the Performing
Arts Board for Musicians by Sex

Item Male Female Total Musicians
(N

=186)

A

2.1

2.3

2.2

B

2.2

2.2

2.2

C

2.5

2.5

2.5

D

2.0

2.2

2.1

E

2.1

2.1

2.1

F

2.2

2.0

2.1

G

2.0

2.2

2.1

H

2.4

2.4

2.4

I

1.9

2.1

2.0

J

2.1

2.3

2.2

K

2.0

2.0

2.0

L

2.0

2.1

2.0

M

2.2

2.2

2.2

N

2.2

2.1

2.2

0

2.0

2.0

2.0

P

1.9

1.7

1.8

Q

2.4

2.4

2.4

R

1.9

1.7

1.8

S

2.2

2.4

2.3

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 29
Table 24: Mean Effectiveness Rating* of the Performing
Arts Board for Musicians by Age

Item

18 - 34 Years 35 - 49 Years

50+ Years

Total
Musicians
(N = 186)

A

2.0

2.2

2.3

2.2

B

2.1

2.2

2.2

2.2

C

2.5

2.4

2.5

2.5

D

2.0

2.1

2.2

2.1

E

2.1

2.1

2.1

2.1

F

2.1

2.0

2.2

2.1

G

1.9

2.1

2.3

2.1

H

2.3

2.5

2.4

2.4

I

1.9

2.0

2.2

2.0

J

2.1

2.2

2.3

2.2

K

1.9

2.0

2.2

2.0

L

2.0

2.0

2.0

2.0

M

2.0

2.2

2.4

2.2

N

2.2

2.3

2.1

2.2

0

2.0

2.0

2.1

2.0

P

1.7

1.8

2.0

1.8

Q

2.3

2.4

2.4

2.4

R

1.6

1.8

2.1

1.8

s

2.3

2.2

2.4

2.3

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 30
Table 25: M e a n Effectiveness Rating* of the Performing Arts Board
for Musicians by Main Music Activity

Item

Music Teachers

Other Music
Professionals

A

2.4

2.1

2.2

B

2.6

1.9

2.2

C

2.5

2.5

2.5

D

2.2

2.0

2.1

E

2.2

2.0

2.1

F

2.1

2.1

2.1

G

2.2

2.0

2.1

H

2.5

2.3

2.4

I

2.3

1.6

2.0

J

2.4

2.1

2.2

K

2.4

1.7

2.0

L

2.3

1.6

2.0

M

2.3

2.1

2.2

N

2.3

2.1

2.2

0

2.2

1.9

2.0

P

1.8

1.8

1.8

Q

2.4

2.4

2.4

R

1.8

1.8

1.8

S

2.4

2.2

2.3

Total Musicians
(N = 186)

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 31
Table 26: M e a n Effectiveness Rating* of the Performing Arts Board
for Musicians by Number of Years Spent Working in Main Music
Activity

Item

U p to 10 Years 10 - 20 Years

20+ Years

Total Musicians
(N = 186)

A

2.3

2.1

2.2

2.2

B

2.0

2.1

2.4

2.2

C

2.5

2.5

2.6

2.5

D

2.0

2.2

2.1

2.1

E

2.0

2.1

2.2

2.1

F

2.1

2.1

2.1

2.1

G

1.9

2.0

2.3

2.1

H

2.3

2.5

2.4

2.4

I

1.9

2.0

2.1

2.0

J

2.1

2.2

2.3

2.2

K

1.9

1.9

2.1

2.0

L

2.0

1.9

2.1

2.0

M

2.0

2.2

2.4

2.2

N

2.1

2.3

2.2

2.2

0

1.9

1.9

2.1

2.0

P

1.7

1.7

2.1

1.8

Q

2.3

2.4

2.5

2.4

R

1.7

1.9

1.8

1.8

S

2.3

2.3

2.3

2.3

* Based on a 4 point rating scale from

Not at all effective to 4 = Very effective.

APPENDIX 32

Table 27: Mean Effectiveness Rating* of the Performing Arts Board
for Musicians by Number of Hours Per Week Normally Spent on
Main Music Activity
Part Time Full Time
Item
(Up to 25 Hours)

(25+ Hours)

Total Musicians
(N = 186)

A

2.3

2.1

2.2

B

2.2

2.2

2.2

C

2.5

2.5

2.5

D

2.2

2.0

2.1

E

2.1

2.1

2.1

F

2.1

2.1

2.1

G

2.2

2.0

2.1

H

2.3

2.5

2.4

I

2.1

1.9

2.0

J

2.3

2.1

2.2

K

2.0

2.0

2.0

L

2.1

1.9

2.0

M

2.2

2.2

2.2

N

2.3

2.1

2.2

0

2.0

2.0

2.0

P

1.8

1.8

1.8

Q

2.5

2.3

2.4

R

1.8

1.8

1.8

S

2.4

2.2

2.3

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 33
Table 28: M e a n Effectiveness Rating* of the Performing Arts Board
for Musicians by Sources of Income
Employed
Item

Self Employed

(Salary/Wage)

Total Musicians
(N = 186)

A

2.1

2.3

2.2

B

2.1

2.3

2.2

C

2.6

2.4

2.5

D

2.0

2.2

2.1

E

2.0

2.2

2.1

F

2.3

2.0

2.1

G

2.0

2.3

2.1

H

2.3

2.5

2.4

I

1.9

2.1

2.0

J

2.1

2.3

2.2

K

1.9

2.1

2.0

L

2.1

1.9

2.0

M

2.1

2.3

2.2

N

2.1

2.3

2.2

0

2.0

2.0

2.0

P

1.9

1.8

1.8

Q

2.3

2.5

2.4

R

1.8

1.8

1.8

S

2.2

2.4

2.3

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 34
Table 29: M e a n Effectiveness Rating* of the Performing Arts Board
for Musicians by Receipt/Non-receipt of a Board Grant

Item

Yes

No

Total Musicians
(N = 186)

A

2.3

2.1

2.2

B

2.3

2.1

2.2

C

2.4

2.6

2.5

D

2.1

2.1

2.1

E

2.0

2.3

2.1

F

2.0

2.2

2.1

G

2.1

2.1

2.1

H

2.4

2.5

2.4

I

2.1

2.0

2.0

J

2.3

2.1

2.2

K

2.0

2.0

2.0

L

1.9

2.1

2.0

M

2.3

2.1

2.2

N

2.3

2.1

2.2

0

2.2

1.9

2.0

P

1.9

1.8

1.8

Q

2.4

2.4

2.4

R

1.8

1.8

1.8

S

2.4

2.2

2.3

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 35
Table 30: M e a n Effectiveness Rating* of the Performing Arts
Board for Organisations by Size

Item

Large

Moderate

Small

Total
Organisations
(N = 94)

A

2.5

2.2

2.4

2.4

B

2.5

2.2

2.4

2.4

C

2.9

2.7

2.7

2.8

D

2.2

2.3

2.0

2.2

E

2.9

2.6

2.6

2.7

F

2.3

2.4

2.6

2.4

G

2.3

2.6

2.4

2.4

H

2.6

2.4

2.3

2.4

I

1.9

1.7

1.7

1.8

J

2.5

2.5

2.3

2.4

K

2.3

2.6

2.4

2.4

L

2.1

1.9

1.9

2.0

M

2.6

2.4

2.3

2.4

N

2.4

2.4

2.2

2.3

0

2.3

2.3

2.3

2.3

P

1.9

1.7

1.7

1.8

Q

2.5

2.3

2.3

2.4

R

2.4

2.2

2.2

2.3

S

2.4

2.6

2.4

2.5

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 36
Table 31: M e a n Effectiveness Rating* of the Performing Arts Board
for Organisations by Main Music Activity

Item Traditionalist Populist Total Organisations
(N = 94)

A

2.6

2.3

2.4

B

2.6

2.3

2.4

C

2.9

2.7

2.8

D

2.4

2.1

2.2

E

2.8

2.6

2.7

F

2.6

2.3

2.4

G

2.6

2.3

2.4

H

2.6

2.3

2.4

I

1.9

1.7

1.8

J

2.6

2.3

2.4

K

2.5

2.3

2.4

L

2.1

1.9

2.0

M

2.5

2.3

2.4

N

2.5

2.2

2.3

0

2.4

2.3

2.3

P

2.0

1.7

1.8

Q

2.6

2.3

2.4

R

2.4

2.2

2.3

S

2.7

2.4

2.5

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 37
Table 32: M e a n Effectiveness Rating* of the Performing Arts Board
for Organisations by Percentage of Funding Received From the
Australia Council
Total
Item

0%

1 - 49%

50 - 1 0 0 %

Organisations

(N = 94)
A

2.3

2.3

2.6

2.4

B

2.2

2.5

2.4

2.4

C

2.6

2.8

2.9

2.8

D

2.0

2.6

2.0

2.2

E

2.5

2.8

2.7

2.7

F

2.2

2.5

2.4

2.4

G

2.3

2.5

2.5

2.4

H

2.2

2.4

2.5

2.4

I

1.7

1.9

1.7

1.8

J

2.2

2.5

2.4

2.4

K

2.2

2.4

2.6

2.4

L

1.8

2.1

2.1

2.0

M

2.2

2.4

2.6

2.4

N

2.1

2.3

2.5

2.3

0

2.3

2.5

2.1

2.3

P

1.8

1.9

1.8

1.8

Q

2.2

2.5

2.5

2.4

R

2.1

2.3

2.4

2.3

S

2.6

2.8

2.0

2.5

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.

APPENDIX 38
Table 33: Mean Effectiveness Rating* of the Performing Arts Board
for Organisations by Years of Establishment

Item

Less than
2 - 5 Years

5 - 2 0 Years

20+ Years

Total
Organisations
(N = 94)

A

2.3

2.5

2.3

2.4

B

2.5

2.3

2.3

2.4

C

2.6

2.8

2.9

2.8

D

2.0

2.2

2.3

2.2

E

2.6

2.7

2.8

2.7

F

2.5

2.3

2.3

2.4

G

2.3

2.3

2.5

2.4

H

2.3

2.4

2.6

2.4

I

1.8

1.6

1.9

1.8

J

2.3

2.4

2.6

2.4

K

2.3

2.6

2.4

2.4

L

2.1

1.9

1.9

2.0

M

2.4

2.4

2.4

2.4

N

2.4

2.2

2.4

2.3

0

2.5

2.2

2.3

2.3

P

1.9

1.7

1.7

1.8

Q

2.5

2.3

2.4

2.4

R

2.5

2.3

2.2

2.3

S

2.6

2.6

2.4

2.5

* Based on a 4 point rating scale from 1 = Not at all effective to 4 = Very effective.
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Table 34: M e a n Priority Rating* of the Performing Arts Board
for Musicians by State of Residence

Item

NSW

WA

QLD

SA

TAS

VIC

Musicians
(N = 186)

A

3.3

3.1

3.2

3.2

3.1

3.3

3.2

B

3.6

3.6

3.8

3.8

3.6

3.7

3.7

C

3.5

3.5

3.5

3.6

3.5

3.5

3.5

D

3.5

3.4

3.6

3.5

3.4

3.6

3.5

E

3.7

3.5

3.7

3.6

3.5

3.6

3.6

F

3.1

3.1

3.1

3.4

3.2

3.3

3.2

G

3.8

3.6

3.7

3.5

3.5

3.7

3.6

H

3.4

3.3

3.5

3.4

3.3

3.6

3.4

I

3.8

3.5

3.7

3.5

3.5

3.6

3.6

J

3.8

3.5

3.6

3.6

3.5

3.7

3.6

K

3.7

3.8

3.8

3.6

3.6

3.8

3.7

L

3.6

3.7

3.8

3.8

3.7

3.6

3.7

M

3.5

3.3

3.2

3.2

3.3

3.4

3.3

N

3.6

3.6

3.6

3.7

3.7

3.8

3.7

0

3.2

3.3

3.4

3.3

3.3

3.5

3.3

P

2.8

2.8

2.9

3.0

2.9

2.8

2.9

Q

3.3

3.3

3.5

3.4

3.5

3.4

3.4

R

3.4

3.6

3.4

3.3

3.4

3.4

3.4

S

3.8

3.7

3.9

3.8

3.7

3.9

3.8

Based on a 4 point rating scale from 1 = O f no importance to 4 = Very important.

APPENDIX 40

Table 35: Mean Priority Rating* of the Performing Arts Board
for Musicians by Sex

Item

Male

Female

Total Musicians
(N = 186)

A

3.2

3.2

3.2

B

3.8

3.6

3.7

C

3.5

3.5

3.5

D

3.4

3.6

3.5

E

3.6

3.6

3.6

F

3.1

3.3

3.2

G

3.8

3.5

3.6

H

3.3

3.5

3.4

I

3.7

3.5

3.6

J

3.6

3.6

3.6

K

3.7

3.7

3.7

L

3.6

3.8

3.7

M

3.3

3.3

3.3

N

3.8

3.6

3.7

0

3.3

3.4

3.3

P

2.8

3.0

2.9

Q

3.3

3.5

3.4

R

3.3

3.5

3.4

S

3.8

3.8

3.8

* Based on a 4 point rating scale from 1 = Of no importanceto4 = Very important.

APPENDIX 41

Table 36: M e a n Priority Rating* of the Performing
Arts Board for Musicians by Age

18 - 24 Years

35 - 49 Years

50+ Years

Total Musicians
(N = 186)

A

3.3

3.2

3.1

3.2

B

3.7

3.7

3.6

3.7

C

3.6

3.5

3.5

3.5

D

3.6

3.5

3.5

3.5

E

3.7

3.5

3.6

3.6

F

3.2

3.3

3.1

3.2

G

3.8

3.6

3.5

3.6

H

3.5

3.4

3.3

3.4

I

3.7

3.7

3.5

3.6

J

3.7

3.6

3.5

3.6

K

3.9

3.6

3.6

3.7

L

3.7

3.6

3.8

3.7

M

3.3

3.4

3.3

3.3

N

3.8

3.7

3.7

3.7

0

3.5

3.3

3.2

3.3

P

2.9

2.8

3.0

2.9

Q

3.4

3.4

3.5

3.4

R

3.6

3.4

3.3

3.4

S

3.9

3.9

3.7

3.8

* Based on a 4 point rating scale from 1= O f no importanceto4 = Very important.
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Table 37: M e a n Priority Rating* of the Performing Arts Board
for Musicians by Main Music Activity

Item

Music Teachers

Other Music
Professionals

A

3.1

3.3

3.2

B

3.7

3.7

3.7

C

3.4

3.6

3.5

D

3.5

3.5

3.5

E

3.6

3.6

3.6

F

3.4

3.1

3.2

G

3.5

3.8

3.6

H

3.4

3.4

3.4

I

3.5

3.7

3.6

J

3.5

3.7

3.6

K

3.6

3.9

3.7

L

3.5

3.8

3.7

M

3.2

3.4

3.3

N

3.7

3.7

3.7

0

3.2

3.5

3.3

P

2.9

2.9

2.9

Q

3.4

3.4

3.4

R

3.5

3.3

3.4

S

3.7

3.9

3.8

Total Musicians
(N = 186)

* Based on a 4 point rating scale from 1 = Of no importanceto4 = Very important.
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Table 38: M e a n Priority Rating* of the Performing Arts Board for
Musicians by Number of Years Spent Working in Main Music
Activity

Item

Up to 10 Years 10 - 20 Years

20+ Years

Total Musicians
(N = 186)

A

3.3

3.2

3.1

3.2

B

3.8

3.7

3.6

3.7

C

3.6

3.4

3.5

3.5

D

3.5

3.5

3.5

3.5

E

3.6

3.7

3.6

3.6

F

3.2

3.3

3.1

3.2

G

3.8

3.5

3.5

3.6

H

3.5

3.4

3.3

3.4

I

3.8

3.5

3.5

3.6

J

3.7

3.6

3.5

3.6

K

3.9

3.6

3.6

3.7

L

3.7

3.7

3.7

3.7

M

3.4

3.3

3.2

3.3

N

3.8

3.6

3.7

3.7

0

3.4

3.3

3.2

3.3

P

2.9

3.0

2.9

2.9

Q

3.3

3.5

3.4

3.4

R

3.5

3.4

3.3

3.4

S

3.8

3.9

3.7

3.8

* Based on a 4 point rating scale from 1 = Of no importanceto4 = Very important.
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Table 39: M e a n Priority Rating *of the Performing Arts Board for
Musicians by Number of Hours Per Week Normally Spent on Main
Music Activity
Part time Full time
Item
(up to 25 hours)

(25+ hours)

Total Musicians
(N = 186)

A

3.1

3.3

3.2

B

3.6

3.8

3.7

C

3.5

3.5

3.5

D

3.5

3.5

3.5

E

3.7

3.5

3.6

F

3.3

3.1

3.2

G

3.5

3.7

3.6

H

3.4

3.4

3.4

I

3.5

3.8

3.6

J

3.4

3.8

3.6

K

3.5

3.9

3.7

L

3.8

3.6

3.7

M

3.1

3.5

3.3

N

3.9

3.5

3.7

O

3.1

3.5

3.3

P

2.9

2.9

2.9

Q

3.3

3.5

3.4

R

3.4

3.4

3.4

S

3.7

3.9

3.8

* Based on a 4 point rating scale from 1 = Of no importanceto4 = Very important.
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Table 40: M e a n Priority Ratir g* of the Performing Arts Board
for Musicians by Sources of Income
Employed
(Salary/Wage)

Item Self Employed

Total Musicians
(N = 186)

A

3.3

3.1

3.2

B

3.9

3.6

3.7

C

3.5

3.5

3.5

D

3.6

3.4

3.5

E

3.5

3.7

3.6

F

3.1

3.3

3.2

G

3.8

3.4

3.6

H

3.5

3.3

3.4

I

3.8

3.5

3.6

J

3.4

3.8

3.6

K

3.9

3.6

3.7

L

3.7

3.7

3.7

M

3.5

3.2

3.3

N

3.8

3.6

3.7

0

3.5

3.2

3.3

P

2.9

2.9

2.9

Q

3.3

3.5

3.4

R

3.5

3.3

3.4

S

3.6

3.9

3.8

Based on a 4 point rating scale from 1 = Of noimportanceto4 = Very important.
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Table

41: M e a n Priority Rating* of the Performing Arts Board for
Musicians by Receipt/Non-receipt of a Board Grant

Item

Yes

No

Total Musicians
(N = 186)

A

3.7

2.8

3.2

B

3.8

3.6

3.7

C

3.5

3.5

3.5

D

3.4

3.6

3.5

E

3.5

3.7

3.6

F

3.1

3.3

3.2

G

3.7

3.5

3.6

H

3.4

3.4

3.4

I

3.7

3.5

3.6

J

3.8

3.5

3.6

K

3.8

3.6

3.7

L

3.6

3.8

3.7

M

3.5

3.2

3.3

N

3.7

3.7

3.7

0

3.4

3.2

3.3

P

2.8

3.0

2.9

Q

3.3

3.5

3.4

R

3.0

3.9

3.4

S

3.8

3.8

3.8

* Based on a 4 point rating scale from 1 = Of no importanceto4 = Very important.
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Table 42: M e a n Priority Rating* of the Performing Arts Board
for Organisations by Size
Item

Large

Moderate

Small

Total
Organisations
(N = 94)

A

3.0

3.0

3.3

3.1

B

3.7

3.5

3.5

3.6

C

3.7

3.4

3.5

3.5

D

3.5

3.7

3.8

3.7

E

3.8

3.6

3.5

3.6

F

3.3

3.1

3.1

3.2

G

3.9

3.7

3.6

3.7

H

3.7

3.4

3.5

3.5

I

3.5

3.2

3.3

3.3

J

3.5

3.2

3.3

3.3

K

3.5

3.2

3.3

3.3

L

3.6

3.3

3.4

3.4

M

3.4

3.1

3.1

3.2

N

3.7

3.5

3.5

3.6

0

3.4

3.1

3.2

3.2

P

2.9

2.8

3.1

2.9

Q

3.6

3.4

3.3

3.4

R

3.6

3.3

3.4

3.4

S

3.6

3.3

3.4

3.4

* Based on a 4 pointratingscale from 1 = Of no importanceto4 = Very important.
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Table

43: M e a n Priority Rating* of the Performing Arts Board
for Organisations by Main Music Activity

Item

Traditionalist

Populist

Total Organisations
(N = 94)

A

3.3

3.0

3.1

B

3.7

3.5

3.6

C

3.6

3.5

3.5

D

3.8

3.6

3.7

E

3.5

3.7

3.6

F

3.1

3.3

3.2

G

3.7

3.7

3.7

H

3.6

3.4

3.5

I

3.3

3.3

3.3

J

3.5

3.3

3.3

K

3.3

3.5

3.3

L

3.4

3.4

3.4

M

3.3

3.1

3.2

N

3.6

3.5

3.6

0

3.2

3.2

3.2

P

3.1

2.8

2.9

Q

3.6

3.3

3.4

R

3.5

3.3

3.4

S

3.4

3.4

3.4

* Based on a 4 pointratingscale from 1 = Of no importance to 4 = Very important.
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Table 44: Mean Priority Rating* of the Performing Arts Board for
Organisations by Percentage of Funding Received From the Australia
Council
Total
Item

%

1-49%

50-100%

Organisations
(N = 94)

A

3.2

3.2

2.9

3.1

B

3.4

3.6

3.7

3.6

C

3.4

3.6

3.6

3.5

D

3.9

3.6

3.6

3.7

E

3.8

3.6

3.5

3.6

F

3.3

3.3

3.0

3.2

G

3.6

3.6

3.9

3.7

H

3.4

3.5

3.7

3.5

I

3.4

3.4

3.1

3.3

J

3.5

3.5

2.8

3.3

K

3.4

3.4

3.1

3.3

L

3.3

3.5

3.5

3.4

M

3.2

3.2

3.3

3.2

N

3.6

3.5

3.7

3.6

0

3.4

3.2

3.1

3.2

P

2.8

3.0

3.0

2.9

Q

3.2

3.2

4.0

3.4

R

3.5

3.5

3.3

3.4

S

3.3

3.4

3.6

3.4

* Based on a 4 point rating scale from 1 = Of no importanceto4 = Very important.
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50

Table 45: M e a n Priority Rating* of the Performing Arts Board for
Organisations by Years of Establishment
Less than Total
Item
2 - 5 Years

5 - 20 Years

20+ Years

Organisations
(N = 94)

A

3.0

3.2

3.0

3.1

B

3.8

3.6

3.5

3.6

C

3.7

3.5

3.4

3.5

D

3.9

3.6

3.7

3.7

E

3.8

3.6

3.5

3.6

F

3.3

3.2

3.0

3.2

G

3.9

3.7

3.6

3.7

H

3.7

3.5

3.4

3.5

I

3.4

3.3

3.1

3.3

J

3.4

3.3

3.1

3.3

K

3.4

3.3

3.1

3.3

L

3.6

3.4

3.2

3.4

M

3.4

3.2

3.1

3.2

N

3.8

3.6

3.5

3.6

0

3.7

3.1

2.9

3.2

P

3.5

2.8

2.1

2.9

Q

3.9

3.2

3.1

3.4

R

3.6

3.4

3.2

3.4

S

3.6

3.4

3.2

3.4

* Based on a 4 pointratingscale from 1 = Of no importanceto4 = Very important.

